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NOTES  AND  EXPLANATIONS. 


The  dimensions  of  the  pictures  are  given  in  inches,  the  first  figures  denoting 
the  height  and  the  second  the  width  of  the  canvas,  panel,  or  copper  within 
the  frames. 

The  words  “right”  and  “left”  denote  the  right  and  left  of  the  pictures 
as  seen  by  a spectator  facing  them. 

When  known,  the  prices  of  the  pictures  are  given. 

The  Mr.  Martin  mentioned  in  the  Catalogue  was  private  Secretary  to  the 
second  Duke  of  Wellington. 

Many  of  the  pictures  captured  at  Vitoria  (see  Introduction),  which,  without 
doubt,  belonged  to  the  Royal  Spanish  Collections,  had  numbers  painted  on  the 
canvas,  which  greatly  facilitated  identification  by  reference  to  the  Royal  Spanish 
MS.  Inventories. 

Others,  although  numbered,  we  have  been  unable  to  trace  in  the 
Royal  Spanish  Inventories  referred  to  in  this  work;  but  the  circumstances 
attending  their  acquisition  by  the  first  Duke  of  Wellington  leave  no  doubt  as 
to  their  origin  ; in  addition  to  which,  the  numbers  painted  on  them  are  similar 
in  formation  and  character  to  those  on  the  pictures  we  have  been  able  to 
identify.  They  are  therefore  herein  stated  to  have  belonged  to  the  Royal 
Spanish  Collections.  The  numbers  on  them  doubtless  refer  to  Inventories 
which  we  have  not  yet  been  able  to  discover. 

The  fact  that  some  of  the  pictures,  although  doubtless  coming  from  the 
same  collections,  are  not  numbered,  is  accounted  for  by  some  of  them  having 
been  over-cleaned,  while  others  were  cut  out  of  their  frames  when  appropriated 
by  Joseph,  their  numbers  remaining  on  the  margin  of  canvas  left  behind. 


INTRODUCTION. 

— ~-sS+C/f- — 


Many  will,  no  doubt,  be  surprised  to  learn  that  the  collection  of 
pictures  to  which  the  following  pages  refer  had  its  origin  on  a field 
of  battle. 

“ Nineteen  hundred  prisoners,  a hundred  and  fifty-one  pieces  of 
cannon,  the  military  chest,  and  much  of  the  plunder  of  Spain  fell 
into  the  hands  of  the  victors.  Indeed,  Joseph  himself  narrowly 
escaped  capture ; for,  being  pursued  by  some  English  hussars,  he 
had  barely  time  to  get  out  of  his  carriage,  mount  a trooper’s  horse, 
and  gallop  away.” 

Thus  does  one  of  the  biographers  of  the  first  Duke  of  Wellington 
sum  up  the  immediate  results  of  his  victory  over  the  French  at  the 
battle  of  Vitoria. 

It  will  be  remembered  that  Napoleon  in  1808,  then  at  the  zenith 
of  his  greatness,  placed  his  brother  Joseph  on  the  throne  of  Spain, 
which  the  dissensions  of  the  Royal  family  had  placed  at  his  mercy. 

It  was  but  for  a short  period,  however,  that  things  went  smoothly 
with  the  new  King,  for  the  Spaniards,  supported  by  the  British  and 
Portuguese,  soon  embarked  in  that  struggle  for  independence  which 
culminated  in  the  final  overthrow  of  French  rule  in  Spain  on  the 
field  of  Vitoria. 

Defeated  in  this  decisive  action,  Joseph,  in  his  attempt  to  escape 
to  France  in  a closed  carriage,  was  pursued  by  a squadron  of  the 
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ioth  Hussars,  commanded  by  Captain  Wyndham  and  the  Marquis 
of  Worcester.  It  is  said  that  the  King’s  carriage  was  pointed  out 
to  the  English  officers  by  some  of  the  French  prisoners,  and  that 
during  the  pursuit  several  of  the  French  troopers  were  cut  down, 
and  that  it  was  only  by  a stand  made  by  the  escort  at  a mill-dam 
that  Joseph  was  enabled  to  leave  his  carriage  and  make  his  escape 
under  the  protection  of  a troop  of  cavalry. 

It  was  in  this  abandoned  travelling  carriage,  which  fell  into  the 
hands  of  the  English,  that  the  majority  of  the  pictures  forming 
the  Apsley  House  Collection  was  found. 

These  paintings,  as  was  subsequently  ascertained,  formed  part  of 
the  Royal  Spanish  collections,  which  Joseph  had  appropriated,  and 
was  endeavouring  to  carry  with  him  in  his  flight  from  Spain. 

Shortly  afterwards  the  pictures,  to  which  the  Duke’s  attention 
had  been  drawn,  were  sent  by  him  to  his  brother,  Ford  Maryborough, 
in  London,  for  safe  keeping. 

The  subjoined  extracts  from  a letter  written  by  Lord  Maryborough 
to  the  Duke  will  be  found  interesting,  as  showing  the  surprise  and 
admiration  created  by  the  arrival  in  England  of  these  captured 
treasures.  The  letter  is  dated  Savile  Row,  February  9th,  1814,  and 
is  as  follows  : — 

“My  dear  Arthur, 

“ I have  caused  the  packages  taken  at  Vitoria  and  sent  home  by  you  to 
be  carefully  examined,  and  we  found  the  Imperial  to  contain  a most  valuable 
collection  of  pictures,  one  which  you  could  not  have  conceived. 

“ It  appears  that  the  pictures  on  canvas  had  been  cut  from  their  frames 
from  the  backs,  by  which  the  parts  strained  over  the  wooden  frames  have  been 
destroyed.  The  pictures  on  wood  and  copper  seem  to  have  been  taken  from 
their  frames.  Many  of  the  pictures  have  been  much  damaged,  but  some  of 
the  most  valuable  ones  have  escaped  unhurt.  This,  however,  is  not  the  case 
with  all  the  valuable  pictures,  some  of  the  Titians  and  some  of  the  Wouver- 
mans  being  very  much  injured,  though  I should  hope  not  irreparably. 
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“I  send  you  a Catalogue  of  165  of  the  most  valuable  pictures.  . . . .* 

“ I have  sent  with  the  Catalogue  a memorandum  which  I made  Charles 
Bagot  (a  tolerable  judge  of  pictures)  draw,  which  will  give  you  some  idea  of 
the  value  of  the  collection.  He  has,  however,  I believe  very  much  under- 
rated it.  Owen,  the  painter,  and  West,  the  President  of  the  Academy,  have 
both  told  me  that  the  Corregio  is  certainly  worth  at  least  6000  guineas,  and 
many  of  the  others  are  inestimable.  Upon  the  whole  I think  I am  within  the 
mark  if  I say  the  collection  is  worth  ^40,000.  . . . .” 

After  describing  the  steps  which  he  had  taken  to  restore  the 
pictures  and  keep  them  in  safe  custody,  Lord  Maryborough  proceeds : — 

“ At  present  none  but  the  President  of  the  Academy,  Mr.  Owen,  Lord 

Mulgrave  and  Charles  Bagot  have  viewed  them He  [Mr.  Owen]  was 

so  much  struck  with  the  pictures  that  he  desired  Mr.  West  [President  of  the 

Royal  Academy]  might  see  them West  said  the  Corregio  and  the  Julio 

Romano  ought  to  be  framed  in  diamonds,  and  that  it  was  worth  fighting  a 
battle  for  them.” 

It  will  no  doubt  seem  strange,  considering  the  historical  and 
romantic  origin  of  this  collection  of  pictures,  as  also  the  artistic 
merit  attaching  to  it,  that  no  serious  catalogue  of  its  contents  has 
hitherto  been  compiled. 

An  attempt  was  made  in  that  direction  in  1841  when  the 
Wellington  Heirloom  Catalogue  was  written.  It  was,  however, 
merely  a manuscript  list  of  heirlooms,  including  pictures,  belonging 
to  the  family;  and,  appearing  so  long  after  the  events  above  alluded 
to,  was  naturally  incorrect,  although  perhaps  not  so  much  so  as  the 
distance  of  time  might  excuse. 

Later,  in  1853,  two  other  lists  of  the  pictures,  consisting  of  a 
few  pages  each,  were  published  : one  by  Messrs.  Mitchell,  of  Bond 
Street,  and  the  other  by  Messrs.  Clarke  and  Co.,  Strand.  Mr.  Martin, 
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the  Second  Duke’s  private  secretary,  also  made  some  rough  notes  of 
the  pictures  in  1857,  but  these  have  been  of  but  slight  assistance. 

Subsequently,  the  pictures  were  numbered  according  to  the 
Heirloom  Catalogue,  faulty  as  it  was,  and  labels  bearing  the  names 
of  the  supposed  painters  were  attached  to  the  frames. 

The  late  Duke  of  Wellington,  however,  exasperated  at  being  told 
that  experts,  admitted  to  view  the  gallery,  frequently  attributed  pictures 
labelled  with  the  names  of  certain  artists  to  other  painters,  had  all 
the  labels  and  numbers  removed,  saying,  with  characteristic  humour, 
“ Hang  it,  let  them  choose  for  themselves.”  The  chaos  thus  produced 
materially  added  to  the  difficulties  of  identifying  the  pictures  for  the 
purposes  of  this  work. 

Happily,  the  Heirloom  Catalogue  has  proved  to  a great  extent 
correct,  confirming  in  most  respects  the  information  received  from 
Spain,  without  which  this  work  could  not  have  been  produced  in  its 
present  detail. 

I would  here  acknowledge,  with  sincere  gratitude,  the  kind 
assistance  I have  received  from  so  many  friends  in  the  researches 
which  have  been  necessary  to  bring  this  Catalogue  to  publication. 

More  especially  are  my  thanks  due  to  Major  Martin  Hume,  who 
unearthed  the  Royal  Spanish  manuscript  catalogues  of  1700,  1772, 
1780  and  1789,  which  has  led  to  the  absolute  identification  of  the 
great  majority  of  the  pictures  in  this  Collection.  Many  had  been 
the  unsuccessful  attempts,  through  various  channels,  to  obtain  access 
to  these  documents;  “They  do  not  exist”  being  the  invariable 
answer  ot  the  Spanish  officials.  At  last,  however,  Major  Hume  was 
permitted  to  examine  the  Palace  Archives,  and  fortunately  succeeded 
in  his  search. 

It  is  probable  that  the  reluctance  on  the  part  of  the  Spanish 
officials  to  assist  in  the  identification  of  these  pictures,  the  loss  of 
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which  from  their  National  Collections  they  so  naturally  deplore,  is 
to  be  attributed  to  the  idea,  prevalent  in  Spain,  that  the  pictures 
captured  at  Vitoria  were  considered  by  the  Duke  of  Wellington  as 
spoils  of  war,  and  retained  as  such.  The  existence  of  this  idea 
can  cause  but  little  surprise,  considering  that  Senor  Madrazo,  who 
surely  should  be  better  informed,  writes  as  follows  in  his  ‘ Viage 
Artfstico,’  page  304  : — 

“ The  Picture  Gallery  of  the  Palace  of  Madrid  had  been  depleted  for  the 
benefit  of  the  stores  of  pictures  which  had  been  formed  in  San  Francisco  el 
Grande,  in  the  Academy  of  San  Fernando  and  in  the  Convent  of  Rosario: 
and  for  the  benefit  also  of  France  in  her  character  of  an  enemy,  and  England 
in  the  character  of  a friend ; since  the  Duke  of  Wellington,  who  had  appro- 
priated ( se  habia  incantado)  the  precious  ‘ Aguador  de  Sevilla  ’ from  the  Gallery 
of  the  Palace  of  Madrid,  shortly  afterwards  obtained  from  Fernando  VII. 
another  gem  from  the  same  palace,  namely  Correggio’s  * Prayer  in  the  Garden.’  ” 

This  is  a welcome  opportunity,  not  only  to  contradict  the  state- 
ment, but  to  prove  its  inaccuracy,  for  which  purpose  the  reproduction 
of  the  following  correspondence  will  suffice : — 

Letter  from  the  Duke  of  Wellingtoji  to  his  brother  Sir  Henry  Wellesley,  British 
Minister  in  Spain,  dated  Aire,  March  id>th,  1814. 

“My  dear  Henry, 

“The  baggage  of  King  Joseph  after  the  battle  of  Vitoria  fell  into  my 
hands,  after  having  been  plundered  by  the  soldiers  ; and  I found  among  it  an 
Imperial  containing  prints,  drawings  and  pictures. 

“From  the  cursory  view  which  I took  of  them  the  latter  did  not  appear 
to  me  to  be  anything  remarkable.  There  are  certainly  not  among  them  any 
of  the  fine  pictures  which  I saw  in  Madrid,  by  Raphael  and  others ; and  I 
thought  more  of  the  prints  and  drawings,  all  of  the  Italian  school,  which 
induced  me  to  believe  that  the  whole  collection  was  robbed  in  Italy  rather 
than  in  Spain.  I sent  them  to  England,  and  having  desired  that  they  should 
be  put  to  rights,  and  those  cleaned  which  required  it,  I have  found  that  there 
are  among  them  much  finer  pictures  than  I conceived  there  were ; and  as,  if 
the  King’s  palaces  have  been  robbed  of  pictures,  it  is  not  improbable  that 
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some  of  his  may  be  among  them,  and  I am  desirous  of  restoring  them  to  His 
Majesty,  I shall  be  much  obliged  to  you  if  you  will  mention  the  subject  to 
Mons.  Lugando,  and  teh  him  that  I request  that  a person  may  be  fixed  upon 
to  go  to  London  to  see  them  and  to  fix  upon  those  belonging  to  His  Majesty. 

“This  may  be  done  either  now  or  hereafter  when  I shall  return  to 
England,  as  may  be  most  expedient. 

“In  the  meantime  the  best  of  them  are  in  the  hands  of  persons  who  are 
putting  them  to  rights,  which  is  an  expense  necessary  for  their  preservation, 
whether  they  belong  to  His  Majesty  or  not. 

“ I’ll  get  the  catalogue  of  the  pictures  which  I have  got  copied  and  will 
send  it  to  you.  It  will  probably  enable  the  Spanish  Government  to  form  an 
opinion  without  inspection  which  of  the  pictures  belong  to  the  King.  ’ 


Tra7islation  of  Letter  from  the  Duke  of  Wellington  to  Count  Fernan  Nunez, 
Spanish  Minister  in  England,  dated  Cambray,  September  29///,  1S16. 

“Your  Excellency, 

“ I am  sending  you  the  lists  of  the  Spanish  pictures  which  you  gave  me 
when  I was  in  London,  and  Alava  [General]  to  whom  I submitted  them  has 
made  certain  remarks  respecting  them  which  might  be  useful  to  you. 

“ I have  many  pictures  belonging  to  the  King  which  I captured  from  the 
enemy  at  the  battle  of  Vitoria  when  in  command  of  the  allied  armies,  including 
that  of  His  Majesty.  I sent  a list  of  these  pictures  to  the  Regency  as  soon 
as  I knew  what  they  were,  with  the  request  that  some  one  in  London  might 
be  commissioned  to  see  them,  in  order  that  I might  restore  to  His  Majesty 
those  that  belonged  to  him.  My  brother  [Sir  Henry  Wellesley,  British  Minister 
in  Spain]  has  since  mentioned  the  subject  several  times  to  His  Majesty’s 
Ministers,  but  neither  the  Regency  nor  His  Majesty’s  Ministers  have  yet  given 
any  orders  on  the  subject.  I beg  that  when  you  write  to  Spain  on  this  subject 
you  will  draw  the  attention  of  M.  de  Cevallos  to  what  I have  told  you  above." 


Private  Letter  fro-m  Count  Fernan  Nunez  to  the  Duke  of  Wellington,  dated 

London,  November  29th,  1816. 

“ Most  Excellent  Sir, 

“ Esteemed  Duke  and  friend, 

“ I hand  you  enclosed  the  official  reply  which  I have  received  from  the 
Court,  and  from  the  same  I gather  that  His  Majesty,  touched  by  your  delicacy, 
does  not  wish  to  deprive  you  of  that  which  has  come  into  your  possession  by 
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means  as  just  as  they  are  honourable.  Such  is  my  view  of  the  case,  and 
thus  I believe  you  ought  to  let  the  matter  rest  where  it  stands  and  to  refer 
to  it  no  longer.  At  any  rate,  whatever  may  have  been  your  intention,  I shall 
always  be  ready  to  act  according  to  your  wishes,  not  alone  in  this,  but  in  all 
other  matters  in  which  I can  be  of  assistance  to  you. 

“Your  devoted  friend  and 

“ Affectionate  cousin,  who  salutes  you, 

“Fernan  Nunez.” 

This  Collection  also  comprises  twelve  pictures*  presented  to  the 
first  Duke  by  the  Intendant  of  Segovia  in  1812,  as  well  as  several 
which  he  bought  in  Paris  in  1817  and  1818. 

I cannot  conclude  without  acknowledging  the  kind  assistance  I 
have  received  both  at  home  and  abroad  from  many  with  whom  I 
have  not  the  pleasure  of  being  personally  acquainted,  which  has,  to 
so  great  an  extent,  lightened  the  difficulties  of  my  task. 

EVELYN  WELLINGTON. 


Apsley  House  : January  1,  1900. 


The  identity  of  only  two  of  these  has  been  established 


CATALOGUE  OF  THE  PRINCIPAL  PICTURES  FOUND 
IN  THE  BAGGAGE  OF  JOSEPH  BONAPARTE. 

Made  by  Mr.  Seguier  on  their  arrival  in  London* 


NO.  IN  THIS 
CATALOGUE. 


I. 

Portrait  of  a Lady  . 

. Titian  . 

72 

2. 

Christ  in  the  Garden 

. Coreggio 

38 

3- 

Virgin  and  Child 

. Jul.  Romano 

88 

4- 

Virgin  and  Child 

. Leo.  da  Vinci  (School  of) 

73 

5- 

Battle  Piece 

. Vandermeulen  . 

219  | 

One  of  these  is  at  Strathfield 
Saye,  but  the  other  cannot 

6. 

Battle  Piece 

. Vandermeulen  . 

...  ) 

be  identified. 

7- 

The  Ball  .... 

. Watteau 

82 

8. 

Dead  Game  .... 

. Fyt 

217 

At  Strathfield  Saye. 

9- 

Female  Head 

. Murillo 

110 

IO. 

Mountebanks 

. Vandermeulen  . 

112 

1 1. 

Farriers  .... 

. Wouwermans  (School  of) 

128 

12. 

Madonna  .... 

. Sasso  Ferrata  . 

151 

13- 

. ..... 

. Titian’s  Brother 

66 

14. 

Dead  Christ 

. Unknown  . 

213 

At  Strathfield  Saye. 

IS- 

Landscape  .... 

. Unknown  . 

. . . 

Not  identified. 

16. 

Infant  Christ  and  Saint 

. Unknown  . 

27 

i7- 

Landscape  .... 

. Teniers 

81 

18. 

Christ 

. Unknown  . 

114 

19. 

St.  Peter  .... 

. Spagnoletto 

93 

20. 

Portrait  .... 

. Velasquez  . 

53 

21. 

Card  Players 

. G.  Hondthorst  . 

131 

This  is  an  error,  for  the  picture 

22. 

Water  Seller 

. M.  A.  Caravaggio 

59  ) 

is  the  well-known  work  by 
Velazquez. 

23- 

Battle  Piece 

. Bourgognone 

28 

24. 

Battle  Piece 

. Bourgognone 

98 

25- 

Dressing  a Wound  . 

. Teniers 

147 

26. 

A Female  Saint  . 

. Spanish  Painter 

111 

27. 

St.  John  in  the  Wilderness 

. Spagnoletto 

115 

28. 

Portrait  of  Innocent  X. . 

. Velasquez  . 

47 

29. 

Lime  Kiln  .... 

. Teniers 

36 

* This  list,  both  as  to  the  painters  and  the  spelling  of  their  names,  is  an  exact  reproduction  of  the  original,  although 
there  are  in  both  respects  many  obvious  errors.  The  numbers  referring  to  the  present  Catalogue  and  the  marginal  notes, 
are  the  only  additions. 
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30.  Landscape 

. Artois 

31.  Landscape 

. Moucheron . . . . 

32.  Sketch  of  the  Plague 

. Nic.  Poussin 

33.  Interior  : Gaming  .... 

. Teniers  . . . . 

34.  Smoking 

. Teniers  .... 

35.  Landscape 

. Elsheimer  .... 

36.  Landscape 

. Vanderneer 

37.  Portrait 

. Maas 

38.  Landscape 

. Van  der  Heyde. 

39.  St.  Francis 

. Murillo  .... 

40.  Cattle 

. Van-Bergen 

41.  Storm 

. Vernet  .... 

42.  Landscape 

. Paul  Bril;  A.  Caracci  . 

43.  Adoration 

. Sebastian  Conca 

44.  Man  Tying  iiis  Shoe  . 

. Teniers  .... 

45.  Embarkation  of  St.  Paul 

. Claude  Lorraine 

46.  Landscape 

. Claude  Lorraine 

47.  Soldiers  at  Cards  .... 

. IIondt 

48.  Landscape 

. Teniers  .... 

49.  Playing  at  Bowls  .... 

. Teniers  .... 

50.  Landscape  and  Figures  . 

. An.  Caracci 

51.  Landscape 

. Vanderneer 

52.  Halt  of  an  Army  .... 

. WOUWERMANS 

53.  Hawking 

. Wouwermans 

54.  Hawking 

. Wouwermans 

55.  Battle  Piece 

. Paracel  .... 

56.  Battle  Piece  .... 

. Uncertain  .... 

57.  Virgin  and  Child  .... 

. Sasso  Ferrata  . 

58.  Portrait  of  Murillo 

. Murillo  .... 

59.  Old  Man’s  Head  .... 

. Spagnoletto 

60.  Portrait  of  Tii.  Zuccpiero 

. Tpi.  Zuccpiero 

61.  Reaping  .... 

. Teniers  .... 

62.  St.  Catherine 

. Claud  Coel 

63.  Orpheus 

. Titian 

64.  Holy  Family  .... 

. Mengs 

65.  Venus  and  Adonis  .... 

. Domeniciiino 

65.  Dan  je  .... 

. Titian  .... 

67.  Ismael  and  Hagar  .... 

. Luca  Giordano  . 

68.  Portrait  of  a Lady  .... 

. Titian 

69.  Jacob  Stealing  the  Blessing  . 

. Murillo  .... 

70.  Magdalen  . 

. Mengs 

71  Concert  .... 

. Flemish  Painter  Uncertain 

72.  Holy  Family 

. Carletto  Cagliari  . 

45 

4 

3 

223 

237 

22 

161 

183 

68 

206 

21 

97 

107 

87 

89 

122 

79 

32 

102 

51 

37 

245 

86 


83 

106 

91 

117 

63 

30 

35 

49 

80 

256 

135 

92 

253 

121 

04 

25 


At  Strathfield  Saye. 


Not  idcntifisd. 


At  Strathfield  Saye. 
At  Strathfield  Saye. 


At  Strathfield  Saye. 


Not  identified. 


Not  identified. 
Not  identified. 


SEGUIER'S  LIST  OF  THE  CAPTURED  PICTURES. 


xix 


NO.  IN  THIS 
CATALOGUE. 


73. 

Annunciation  . 

. 

. Michel  Angelo  . 

85 

74- 

The  Miraculous  Draught 

. Rafaelle  . 

124 

75- 

Virgin  and  Child  . 

. Guido  .... 

216 

At  Strathfield  Saye. 

76. 

Portrait  .... 

. Murillo 

116 

77- 

The  Arts  . 

. Old  Franks  and  Breughel 

1 

At  Strathfield  Saye. 

78. 

Ignatius  Loyola 

. Mengs  .... 

. . . 

Not  identified. 

79- 

Landscape  .... 

. ZUCCARELLI  . 

202 

At  Strathfield  Saye. 

80. 

Hercules  and  Lion  . 

. Rubens  (School  of)  . 

75 

81. 

Landscape  .... 

. Gysels  .... 

207 

82. 

Battle  Piece 

. Salv.  Rosa  . 

48 

83. 

Diana  and  Acteon  . 

. Uncertain  . 

235 

At  Strathfield  Saye. 

84. 

Pan  and  Syrinx 

. Uncertain  . 

255 

At  Strathfield  Saye 

85- 

Conflagration  . 

. Vernet 

130 

86. 

Holy  Family 

. L.  da  Vinci  . 

95 

87. 

Virgin  and  Child  . 

. L.  da  Vinci. 

84 

88. 

The  Scourging  . 

. Velasquez  . 

123 

89. 

Our  Saviour  on  the  Mount 

. Carlo  Olorada  Flamenco 

61 

90. 

Adam  and  Eve  . 

. Uncertain  . 

125 

91. 

Diana  Hunting. 

. Kerinx 

96 

92. 

Cupid 

. Coreggio 

169 

At  Strathfield  Saye. 

93- 

Taking  down  from  the  Cross 

. Lud.  Caracci 

192 

At  Strathfield  Saye. 

94. 

Crucifixion 

. Polemberg  . 

78 

95- 

St.  John  .... 

. Mengs  .... 

129 

96. 

Landscape  .... 

. Breughel  . 

64 

97- 

Playing  at  Cards  . 

. Uncertain  . 

232 

At  Strathfield  Saye. 

98. 

Annunciation  . 

. Antient  Master 

238 

99. 

Ruins  and  Figures  . 

. Spanish  Painter 

133 

100. 

Madonna  and  Flowers  . 

. M.  Fiori 

144 

101. 

Judith  and  Holofernes. 

. Elsheimer  . 

67 

102. 

Taking  down  from  the  Cross 

. Alonzo  di  Arco 

126 

103. 

Magdalen  .... 

. Painter’s  name  not  legible 

180 

104. 

Last  Supper 

. Albert  Durer  . 

65 

105. 

Sea  Piece  .... 

. Peters  .... 

7 

106. 

Holy  Family 

. Rubens 

39 

107. 

A Head  .... 

. Spanish  Painter 

6 

108. 

Landscape  .... 

. Uncertain  , 

• . . 

Not  identified. 

109. 

Landscape  .... 

. Paul  Potter 

23 

1 10. 

Landscape  .... 

. Painter’s  name  not  legible 

. . . 

Not  identified. 

1 1 1. 

Boys  with  Birds’  Nest  . 

. Vanderneer 

40 

1 1 2. 

Smoking  .... 

. Teniers 

14 

ii3- 

Virgin  and  Child  . 

. Uncertain  . 

100 

1 14. 

Marriage  of  St.  Catherine 

. D’Arpino 

74 

115. 

Landscape  .... 

. Bremberg  . 

209 

X 


SEGUIER'S  LIST  OF  THE  CAPTURED  PICTURES. 


NO.  IN  THIS 

CATALOGUE. 

1 1 6.  Landscape  and  Figures  . 

. POLEMBERG  . . . . 

41 

1 17.  Incantation 

. Spagnoletto,  from  a design 

of  Rafaelle  .... 

33 

1 1 8.  Merry-making 

. Teniers  . 

16 

1 1 9.  Marketing 

. Dankertz  . 

...  K 

120.  Portrait  of  a Lady 

. Mirevelt  . . . . 

149 

1 2 1.  Landscape 

. Brueghel  . . . . 

10 

122.  Landscape 

. Brueghel  .... 

18 

123.  Landscape 

. Brueghel  . . . . 

127 

124.  Landscape 

. Brueghel  .... 

134 

125.  Landscape 

. Bruegi-iel  . . . . 

136 

126.  Landscape 

. Brueghel  .... 

138 

127.  Landscape 

. Gysels 

132 

128.  Sea  Piece 

. De  Vlieger 

148 

129.  Adoration 

. Pietro  Perugixo 

56 

130.  Adoration  of  the  Virgin 

. Ancient  Master 

69 

1 3 1.  Nymphs  and  Satyrs. 

. Annibal  Caracci 

113 

132.  St.  Cecilia 

. G.  PIondthorst  . 

288  At 

133.  Offering  to  Flora  . 

. Brueghel  .... 

248  At 

134.  Virgin  and  Child  .... 

. Baroccio  .... 

29 

135.  Landscape 

. Moucheron. 

200 

136.  Portrait  of  a Cardinal 

. Uncertain  .... 

99 

137.  Boys  Drinking 

. M.  A.  Caravaggio 

50 

138.  A Head 

. Murillo  .... 

94 

139-  St.  Apollonia 

. Uncertain  .... 

236 

140.  Old  Man’s  Head  .... 

. Uncertain  .... 

5 

141-  A Nun’s  Head 

. Rubens  .... 

109 

142.  Landscape 

. Both  

71 

143.  Head  of  a Saint  .... 

. Spagnoletto 

44 

144.  Magdalen  . 

. Vandyke  .... 

246 

145.  Samson  and  Delilah 

. L.  Giordano 

120 

146.  Landscape 

. F.  Bolognese 

139 

i47-  Ruins  and  PTgures  .... 

. Uncertain  .... 

241  At  s 

148-  Cattle 

. Klomp  

11 

149.  Army  Marching 

. Uncertain  .... 

103 

150.  Landscape  .... 

. Teniers  .... 

77 

1 51.  Market  .... 

. Uncertain  .... 

60 

152.  Ruins  and  Figures  .... 

. Vivian  and  J.  Miel  . 

158 

153-  Landscape  . 

. B.  [sic]  Bril  and  A.  Caracci 

101 

154-  Landscape 

. Claude  Lorraine 

58 

1 55-  Landscape 

. Uncertain  .... 

. . . Not 

156.  Sea  View  . 

. Vernet  .... 

226 

157-  Historical  Piece 

. P.  Battoni  .... 

108 

Not  identified. 


At  Strathfield  Saye. 
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158. 

Entrance  of  the  Nuncio  into  Madrid 

159. 

Landscape 

. 

160. 

Hercules  and  Achelous 

161. 

Marriage  of  St.  Catherine  . 

162. 

Element  of  Fire 

163. 

Laboratory  .... 

164. 

Landscape  and  Cattle  . 

165. 

Cowhouse 

P.  Panini 

NO.  IN  THIS 
CATALOGUE. 

. 145 

Dietrich 

17 

From  Rubens 

55 

From  Parmegiano 

62 

Breughel  . 

. 247  At  Strathfield  Saye 

Teniers 

31 

Teniers 

46 

Teniers 

52 

A Drawing  in  Water-Colours  of  The  Massacre  of  St.  Bartholomew,  by  C allot. 
A Fine  Drawing  of  The  Last  Supper. 

In  addition  to  the  above  Pictures,  there  are  fifty  or  sixty  more — some  of  which  are 
good  Pictures  by  Modern  MASTERS — worth  preserving,  the  remainder  of  no  value. 


LIST  OF  ILLUSTRATIONS 


SUBJECT. 

ARTIST.  NO. 

OF  PICTURE. 

Capture  of  King  Joseph’s  Baggage 

at  Vitoria  .... 

. Wright  . 

398 

Frontispiece 

Embarkation  of  De  Ruyter 

. Backhuysen  , 

61 

To  face  page 

5 

Boers  Smoking 

. Brouwer  . 

86 

)» 

7 

Tiie  Game  of  Gallet  . 

. Ostade  . 

85 

V 

8 

Interior  of  Cowhouse. 

. Teniers  . 

52 

)} 

12 

View  of  a Town  in  Holland 

. Van  der  Heyden 

56 

» 

13 

View  on  the  Vecht 

. Van  der  Heyden 

68 

tf 

16 

Intemperance  and  Juvenile 

Depre- 

dators  

. Jan  Steen 

73 

ff 

20 

The  Listener  .... 

. Maes 

60 

1) 

2 7 

The  Milkwoman  . 

. Maes 

63 

)> 

30 

A Conversation  . 

. De  Hooch 

9 

)f 

3i 

Merry-making. 

. . Teniers  . 

56 

)) 

32 

A Sick  Lady  .... 

. Jan  Steen 

89 

)) 

39 

The  Toilet  .... 

. Netscher 

87 

yy 

44 

Portrait  of  a Gentleman  . 

. Murillo  . 

189 

yy 

54 

Fete  Champetre  . 

. Watteau  . 

82 

yy 

57 

Greenwich  Pensioners 

. Burnet  . 

217 

yy 

75 

Chelsea  Pensioners 

. Wilkie  . 

11 

yy 

78 

Landscape  .... 

. Sir  J.  Reynolds 

188 

yy 

97 

La  Carcasse  .... 

. Spagnoletto  . 

33 

yy 

98 

Holy  Family  .... 

. Rubens  . 

39 

yy 

101 

St.  Catherine. 

. Coello 

30 

yy 

106 

St.  Rosalia  .... 

. Vandyk  . 

246 

yy 

107 

Return  from  the  Chase 

. Wouwerman  . 

86 

yy 

109 

Embarkation  of  St.  Paula  . 

. Claude  . 

87 

yy 

112 

Hawking 

. Wouwerman  . 

245 

yy 

1 16 

The  Colbert  Family  . 

. Van  der  Meulen 

61 

yy 

122 

A River  View. 

. Gysels 

207 

yy 

145 

Holy  Family  .... 

. Luini 

84 

yy 

156 

Pope  Innocent  X.  . 

. Velasquez 

47 

yy 

158 
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LIST  OF  ILLUSTRATIONS. 


SUBJECT. 

ARTIST. 

NO.  OF  PICTURE. 

Christ  in  the  Garden  of  Gethsemane 

Correggio 

38 

To  face  page  162 

A Spanish  Gentleman  . 

Velazquez 

53 

>> 

172 

The  Annunciation  . 

Venusti  . 

85 

» 

175 

The  Water  Seller  .... 

Velazquez 

59 

)> 

1S4 

Francisco  de  Ouevedo  Villegas 

Velazquez 

192 

>> 

203 

St.  Anthony  of  Padua 

Mengs 

57 

>> 

207 

Figures  and  Still  Life 

Velazquez 

50 

210 

Battle  Scene  

Salvator  Rosa 

48 

ft 

216 

Judith  and  Holophernes  . 

Elsheimer 

67 

217 

Tpie  Spanish  Embassy  in  Rome,  1727 

Pannini  . 

. 145 

217 

The  Last  Supper 

Flemish  School 

65 

219 

A Portrait 

Titian 

92 

222 

Holy  Family 

Sassoferrato . 

70 

222 

Virgin  and  Child 

Giulio  Romano 

88 

22s 

Travellers  in  a Landscape 

Breughel 

. 127 

22S 

Santiago 

Spagnoletto  . 

91 

220 

Entering  the  Ark  .... 

Breughel 

. 134 

J 

2 ;6 

The  Whisky  Still 

Landseer 

104 

243 

313 

The  Egg  Dance 

Lady  Anne  Culling  Smith  and  her 

Jan  Steen 

64 

” 

Daugpiters 

Hoppner  . 

173 

354 

355 

Henry,  First  Lord  Cowley. 

PIoppner  . 

145 

•I 

WORKS  REFERRED  TO  IN  THE  CATALOGUE. 


Armstrong,  IV. — The  Portfolio.  Monograph  on 
Artistic  Subjects,  with  many  illustrations. 
Issued  periodically.  No.  29,  Oct.  1896.  The 
Life  of  Velazquez.  By  Walter  Armstrong. 
Seeley  & Co.,  Ltd.,  London. 

Art  Journal. 

Art  Union  Journal. 

Athenaeum. 

Bartsch,  A. — Le  Peintre  Graveur.  Vienna,  18x3. 

Bellori , G.  P. — Veterum  illustrium  philosophorum, 
poetarum,  rhetorum  et  oratorum  imagines, 
ex  vetustis  nummis,  gemmis,  Hermis,  mar- 
moribus,  aliisque  antiquis  monumentis 

desumptae  a P.  B Expositionibus 

illustratae.  3 pt.  Romae  (Jo.  Jacobum  de 
Rubeis)  1685. 

Bermudez , Cean. — Diccionario  Historico  de  los  mas 
ilustres  profesores  de  las  Bellas  Artes  en 
Espana.  Publicado  por  la  Real  Academia 
de  S.  Fernando.  6 vols.  Madrid,  1800. 

Bernouilli,  /•  /•  — Romische  Ikonographie. 
W.  Spemann,  Stuttgart,  1882  etc. 

Boydell  6*  Co.,  — Liber  Veritatis,  or  a collection  o^ 
Prints  after  the  original  designs  of  Claude  le 
Lorrain,  in  the  collection  of  His  Grace  the 
Duke  of  Devonshire.  Boydell  & Co,,  London, 
1 777- 

Bryan,  M. — Dictionary  of  Paintings  and  Engrav- 
ings. 2 vols.  Edited  by  Graves.  Bell, 
London,  1886. 

Buchanan , W.  — Memoirs  of  Painting,  with  a 
Chronological  History  of  the  Importation  of 
Pictures  by  the  Great  Masters  into  England 
since  the  French  Revolution.  2 vols. 
Ackerman,  London,  1824. 


Burger,  W. — Histoire  des  Peintres  de  toutes  les 
£coles.  licole  Espagnole  par  C.  Blanc.  Paris, 
1869. 

Champlin,  J.  D.  — Cyclopedia  of  Painters  and 
Paintings.  Critical  editor,  Charles  C.  Perkins. 
4 vols.  Quaritch,  London  ; Charles  Scribner’s 
Sons,  New  York,  1888. 

Cook , E.J. — A Popular  Handbook  to  the  National 
Gallery,  including,  by  special  permission,  notes 
collected  from  the  works  of  Mr.  Ruskin. 
Macmillan  & Co.,  London,  1888. 

Clos. — Catalogue  de  Tableaux  precieux  par  les 
plus  c&bbres  peintres  des  trois  dcoles  . . . 
composant  le  cabinet  de  feu  M.  Clos.  . . . 
Par  H.  Delaroche.  Paris,  1812. 

Caimo,  N. — Lettere  d’un  vago  Italiano  ad  un  suo 
amico.  Pittburgo,  1768. 

Corpus  Inscriptionum. — Societas  Regia  Scientiarum 
Consilio  et  Auctoritate  Academise  Litterarum 
Regiae  Borussicae.  (Edited  by  T.  Mommsen 
and  others.)  Fol.  Georgium  Reimerum, 
Berlin,  1863  etc. 

Cox e,  W. — Sketches  of  the  Lives  of  Correggio  and 
Parmegiano.  Longman,  Hurst,  Rees,  Orme, 
Brown  & Green,  London,  1823. 

Crowe  and  Cavalcaselle. — Titian : his  Life  and 
Times,  with  some  account  of  his  family, 
chiefly  from  new  and  unpublished  records. 
2 vols.  John  Murray,  London,  1877. 

Cumberland,  R. — Anecdotes  of  Eminent  Painters  in 
Spain  during  the  16th  and  17  th  centuries. 
2 vols.  London,  1783.  Reprinted  1787, 
with  a Supplement  entitled  Catalogue  of 
Paintings  in  the  King’s  Palace,  Madrid. 

Cunningham,  P. — A Handbook  for  London.  Past 
and  Present.  2 vols.  Murray,  London,  1849. 
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Cunningham , A. — The  Life  of  Sir  David  Wilkie, 
with  his  j ournals,  tours  and  critical  remarks  on 
works  of  Art,  and  a selection  from  his  corre- 
spondence. 3 vols.  J.  Murray,  London, 
1843. 

Curtis , C. — Velazquez  and  Murillo.  A Descriptive 
and  Historical  Catalogue.  Sampson  Low, 
Marston,  Searle  and  Rivington,  London ; 
J.  W.  Bonton,  New  York,  1883. 

D'Argenville,  D. — Abrege  de  la  Vie  des  plus  fameux 
peintres.  Nouvelle  edition  revue  et  corrigde, 
augmented  de  la  vie  de  plusieurs  peintres. 

5 vols.  Paris,  1762. 

Davis , E. — The  Life  of  Bartolome  E.  Murillo, 
compiled  from  the  writings  of  various  Authors. 
Translated  by  Edward  Davis,  Esq.,  late 
Captain  in  the  1st  Regiment  of  Life  Guards. 
London,  1819. 

De  Boisset. — Catalogue  des  Tableaux  et  dessins 
precieux  des  maitres  ce'lhbres  des  trois  dcoles 
• • • du  cabinet  du  feu  M.  Randon  de 
Boisset.  Par  Pierre  Remy.  Paris,  1777. 

Dullea , O.  Claude  Gellee  le  Lorrain.  Sampson 
Low,  Marston,  Searle  and  Rivington,  London 
1887. 

Gazette  des  Beaux- Arts.  Courrier  Europeen  de 
1’Art  et  de  la  Curiositd.  Paris. 

Guiffrey,  /.—Antoine  Van  Dyck.  Sa  vie  et  son 
Qiuvre.  A.  Quantin.  Imprimeur-Editeur, 
Paris,  1882. 

Hazlitt,  W.— Criticisms  on  Art.  With  Catalogues 
of  the  principal  Picture  Galleries  of  England. 
Second  series.  Edited  by  his  son.  C.  Temple- 
man,  London,  1844. 

Hume,  Sir  A.,  Bt. — Notices  of  the  Life  and  Works 
of  Titian.  London,  1829. 

Illustrated  London  News. 

Jones  6-  Co.— The  National  Gallery  of  Pictures  by 
the  Great  Masters,  presented  by  Individuals 
or  purchased  by  grant  of  Parliament.  Jones 
& Co.,  London. 

Justi,  C.— Diego  Velazquez  and  his  times.  Trans- 
lated by  Professor  A.  H.  Keane,  B.A., 
F.R.G.S.,  and  revised  by  the  Author.  H. 
Grevel  & Co.,  London,  1889. 


Kugler , F.  T.  — Handbook  of  Painting.  The 
German,  Flemish,  Dutch,  Spanish  and  French 
Schools.  Partly  translated  from  the  German 
of  Kugler  by  a lady.  Edited,  with  notes,  by 
Sir  Edmund  Head,  Bart.  Illustrated  edition. 
2 vols.  Murray,  London,  1854. 

Kugler,  F.  T. — Handbook  of  Painting.  The  Italian 
Schools.  Based  on  the  Handbook  of  Kugler, 
originally  edited  by  Sir  Charles  Eastlake, 
P.R.A.  Fifth  edition,  thoroughly  revised  and 
in  part  rewritten  by  Austin  Henry  Layard, 
G.C.B.  In  2 parts.  Murray,  London,  18S7. 

Lanzi,  L. — The  History  of  Painting  in  Italy  from 
the  period  of  the  Revival  of  the  Fine  Arts  to 
the  end  of  the  18th  Century.  Translated  from 
the  Italian  by  Thomas  Roscoe.  2 vols. 
Henry  G.  Bohn,  London,  1847. 

Lapeyrilre. — Catalogue  de  tableaux  precieux  . . . 
formant  le  cabinet  de  M.  Lapeyriere.  . . . 
Par  Henry,  Commissaire-Expert  des  Musees 
Royaux.  Paris,  1817. 

Le  Rouge. — Catalogue  d’une  collection  precieuse 
et  du  plus  beau  choix  de  Tableaux  des  trois 
e'coles.  . . . Aprbs  le  decfcs  de  Mme.  Le 
Rouge.  Le  dit  Catalogue  redige'  pour  la 
partie  des  Tableaux  par  M.  La  Neuville, 
peintre,  expert.  Paris,  1818. 

Lomazzo,  G.  P. — Idea  del  tempio  della  pittura. 
Milano,  1590. 

Trattato  dell’  arte  della  pittura.  Milano, 
1584. 

Madrazo,  P. — Viage  Artfstico.  Barcelona,  18S4. 

Madrid  Gallery  Engraved.— Cuadros  en  el  Real 
Palacio  y en  el  Museo  de  Madrid.  A collec- 
tion of  54  magnificent  copper  engravings, 
after  pictures  by  Velazquez,  Murillo,  Ribera, 
Titian,  Giulio  Romano,  Guido,  Vandyck  and 
others,  by  artists  of  the  highest  standing, 
Selma,  Muntaner,  Henriquez,  Vasquez,  Car- 
mona, Ribera,  etc.  Bound  in  one  volume, 
elephant  folio,  half  red  morocco.  Madrid 
etc.,  1787-1858. 

Mengs,  A.  R.— Sketches  on  the  Art  of  Painting,  with 
a description  of  the  most  capital  pictures  in 
the  King  of  Spain’s  Palace  at  Madrid,  in  a 
letter  from  Sir  Anthony  Raphael  Mengs,  first 
painter  to  His  Catholic  Majesty,  to  Don 
Antonio  Ponz,  Secretary  of  the  Royal  Academy 


WORKS  REFERRED  TO  IN  THE  CATALOGUE 


XXVll 


of  San  Fernando.  Translated  from  the  original 
Spanish  by  John  Talbot  Dillon.  London,  1782. 

Mengs,  A.  R. — The  Works  of  Anthony  Raphael 
Mengs,  first  painter  to  his  Catholic  Majesty 
Charles  III.  Translated  from  the  Italian. 
Published  by  the  Chevr.  Don  Joseph  Nicholas 
D’Azara,  Spanish  Minister  at  Rome.  2 vols. 
London,  1796. 

Michaelis,  A. — Ancient  Marbles  in  Great  Britain. 
Described  by  Adolf  Michaelis,  Ph.D.  Trans- 
lated by  C.  A.  M.  Fennell.  8vo.  Cambridge, 
1882. 

Nagler,  G.  C.  — Die  Monogrammisten  und  die- 
jenigen  bekannten  und  unbekannten  Kiinst- 
ler  aller  Schulen,  welche  sich  zur  Bezeich- 
nung  ihrer  Werke  eines  figurlichen  Zeichens 
der  Initialen  des  Names  der  Abbreviatur  des- 
selben  etc.  bedient  haben,  etc.  Fortgesetzt 
von  Dr.  A.  Andresen  und  C.  Clausus.  5 vols. 
8vo.  Munchen,  Georg  Franz,  1858-79. 

National  Gallery  Pictures  Catalogue.  London, 

1889. 

National  Gallery  Pictures  Catalogue.  London, 

1892. 

Nieuwenhuys , C.  J. — A Review  of  the  Lives  and 
Works  of  some  of  the  most  eminent  Painters, 
with  remarks  on  the  opinions  and  statements 
of  former  writers.  Henry  Hooper,  London, 
1834. 

O'Neill , A. — A Dictionary  of  Spanish  Painters,  com- 
prehending simply  that  part  of  their  Biography 
immediately  connected  with  the  Arts,  from 
the  14th  Century  to  the  18th.  2 parts.  8vo. 

London,  1833,  1834. 

Palomino  de  Castro  y Velasco,  D.  El  Museo  Pic- 
torico  y Escala  Optica.  3 tomos  in  2 vols. 
folio.  Madrid,  1715-24. 

Passavanf.  M. — Tour  of  a young  Artist  in  England, 
with  notices  of  Private  Galleries  and  remarks 
on  the  state  of  Art.  2 vols.  1 2mo.  Saunders 
& Otley,  London,  1836. 

Pattison , M?ne.  Mark. — Claude  Lorraine.  Sa  vie 
et  ses  ceuvres  d’aprhs  des  documents  inedits. 
J.  Romani,  Paris,  1884. 

Pom,  A. — Viage  de  Espana  en  que  se  da  noticia  de 
las  cosas  mas  apreciables,  y dignas  de  saberse, 
que  hay  en  ella.  18  tomos  small  8vo.  Madrid, 
1772-94. 


Pungileoni,  H.  P.  L. — Memorie  istoriche  di  Antonio 
Allegri,  detto  il  Correggio.  Parma,  1817. 

Quarterly  Review. 

Ricci , C. — Antonio  Allegri  da  Corregio  : his  Life, 
his  Friends,  and  his  Times.  Translated  from 
the  Italian  by  Florence  Simmonds.  Heine- 
mann,  London,  1896. 

Romanos , M. — Velazquez  fuera  del  Museo  del 
Prado.  Apuntes  para  un  catdlogo  de  los 
cuadros  que  se  le  atribuen  en  las  principals 
galenas  publicas  y particulares  de  Europa. 
Madrid,  1899. 

Rye,  W.  B. — England  as  seen  by  foreigners  in  the 
days  of  Elizabeth  and  James  I.,  comprising 
translations  of  the  journals  of  the  two  Dukes 
of  Wirtemberg  in  1592  and  1610;  both  illus- 
trative of  Shakespeare,  with  extracts  from  the 
travels  of  foreign  princes  and  others,  copious 
notes,  an  introduction  and  etchings.  John 
Russell  Smith,  London,  1865. 

Sandrart , G. — Academia  nobilissimse  artis  pictoriae. 
Norimbergse,  1683. 

Scannelli,  F. — II  Microcosmo  della  pittura  . . . 
in  due  libri,  etc.  4to.  Peril  Neri,  Casena,  1657. 

Smith , J. — A Catalogue  Raisonnd  of  the  works  of 
the  most  eminent  Dutch,  Flemish  and  French 
Painters,  &c.  9 vols.  8vo.  Smith  and  Son, 

London,  1829. 

Stirling,  W. — Velazquez  and  his  Works.  John 
W.  Parker  and  Son,  London,  1855. 

Stirling , W. — Annals  of  the  Artists  of  Spain.  3 
vols.  8vo.  Ollivier,  London,  1848. 

Stowe,  E. — Velazquez.  Sampson* Low,  Marston, 

Searle  and  Rivington,  London,  1881. 

Taylor,  T. — Life  of  Benjamin  Robert  Haydon, 
Historical  Painter.  From  his  autobiography 
and  journals.  3 vols.  Longman,  Brown, 
Green  and  Longmans,  London,  1853. 

Townsend,  J. — A Journey  through  Spain  in  the  years 
1786  and  1787,  with  particular  attention  to 
the  Agriculture,  Manufacture,  Commerce, 
Population,  Taxes  and  Revenue  of  that 
country,  and  remarks  in  passing  through  a 
part  of  France.  3 vols.  Second  edition. 
Printed  for  C.  Dilly,  London,  1792. 

The  Times. 
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Twiss,  R. — Travels  through  Portugal  and  Spain  in 
1772  and  1773.  London,  1775. 

Ursimis,  F. — Imagines  et  elogia  virorum  illustrium 
et  eruditor.  ex  antiquis  lapidibus  et  nomis- 
matib.  expressa  cum  annotationib.  Ex  Bib- 
liotheca F.  U.  (and  edited  by  him).  Fol. 
Romae,  Petri  Dehuchino,  1570. 

Vasari,  G. — Vite  dei  piu  eccellenti  Pittori,  Scultori 
e Architetti  scritte  da  Giorgio  Vasari,  pittore 
e architetto  Aretino.  Illustrate  con  Note. 
Milano,  1809. 

Venuti , R.  — Vetera  monumenta  quae  in  hortis 
Caelimontanis  et  in  aedibus  Matthaeiorum 
adservantur.  Nunc  primum  in  unum  collecta 
et  adnotationibus  illustrata  a R.  V.  et  J.  C. 
Amadutio  (the  text  by  the  former,  and  edited 
with  notes  by  the  latter).  L.  P.  3 tom. 
fol.  Venantii  Monaldini,  Romae,  1778-79. 

Visconti , E.  Q. — Iconographie  ancienne  ou  recueil 
des  portraits  authentiques  des  empereurs,  rois 
et  homines  illustres  de  l’Antiquitd.  Didot, 
Paris,  1808-26. 


Waagen,  G.  F. — Works  of  Art  and  Artists  in 
England.  3 vols.  sm.  8vo.  Murray,  London, 
1838. 

Waagen , G.  F. — Treasures  of  Art  in  Great  Britain  ; 
being  an  account  of  the  chief  Collections  of 
Paintings.  3 vols.  8vo.  Murray,  London, 
1854. 

Waagen,  G.  F — Handbook  of  Painting.  The 
German,  Flemish  and  Dutch  Schools,  based 
on  the  Handbook  of  Kugler.  In  two  parts. 
Murray,  London,  i860. 

Washburn,  E.  W. — The  Spanish  Masters.  An 
outline  of  the  History  of  Painting  in  Spain. 
W.  Washburn.  G.  P.  Putnam’s  Sons,  New 
York;  London,  1884. 

Wornum,  R.  N. — Descriptive  and  Historical  Cata- 
logue of  the  Pictures  in  the  National  Gallery, 
with  Biographical  Notices  of  the  Painters. 
Foreign  Schools.  Revised  by  Sir  Charles 
Lock  Eastlake,  P.R.A.  London,  1865. 


INVENTORIES  REFERRED  TO. 


Pinturas  del  Buen  Retiro.  Eii  dicho  Real  Palacio  y sitio  del  Buen  Retiro  a catorce  dias 
de  mes  de  Mayo,  ano  de  1701.  El  dicho  Sr  Conde  de  la  Estrella  . . . continud  este  Inventario 
. . . de  las  pinturas  siguientes.  MS.  In  the  Archives  of  the  Palace  of  Madrid. 

Reconocimiento  de  las  Pinturas  del  Roy  Nuestro  Seiior  que  se  hallan  colocados  en  el 
nuevo  Real  Palacio,  Oratorios,  Capilla,  Paroquia,  Ministerial  y Estudia  del  Pintor  de  Cdmara 
DQ  Andres  de  la  Calleja ; Egecutado  en  virtud  de  orden  verbal  del  Excmo  Sr  Marquis  de 
Montealegre,  Mayordomo  mayor  de  S.M.  de  9 de  Marzo  de  1772  con  distincion  de  tamahos,  y 
autores,  como  los  parajes  donde  han  sido  traydas  en  la  forma  siguiente.  MS.  Volume  in  the 
Archives  of  the  Palace  of  Madrid. 

Inventorio  de  todas  las  Pinturas  que  quedan  colocadas  en  las  Rs  Habit5  de  la  Casa  de 
Campo  del  Escorial  del  Principe  N.  S.  [about  1780].  1 Vol.  MS.  In  the  Archives  of  the  Palace 

of  Madrid. 

Inventario  y Tasacion  de  los  Cuadros,  etc.,  existentes  en  el  Palacio  Real  de  Madrid,  en 
el  del  Retiro,  Casa  de  Campo,  etc.,  al  fallecimiento  del  Rey  Don  Carlos  III.  Enero  1789.  MS. 
In  the  Archives  of  the  Palace  of  Madrid. 
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Black  numbers  denote  picticres  captured  at  the  Battle  of  Vitoria  ( see  Introduction), 
and  Red  numbers  those  that  have  been  either  bought  or  presented. 


17  CHRISTIAN  WILHELM  ERNST  DIETRICH,  1712-1774. 

A LANDSCAPE. 

Canvas.  12  x i5f  in. 

Companion  picture  to  No.  175.  A rocky  and  wooded  landscape  in  the 
extreme  left  middle  distance.  A hermit  sits  on  the  ground,  reading,  in  the 
centre  foreground.  Behind  him  is  a tall  rough  wooden  cross,  and  his  hut  is  at 
the  foot  of  a large  rock,  left  centre.  The  sky  is  blue,  with  white  clouds. 

“ 70  ” is  painted  in  white  in  the  left  lower  corner. 

Collection — Royal  Spanish. 

Captured  at  Vitoria , 1813.  See  Introduction. 

200  FREDERICK  MOUCHERON,  1663 — died  not  before  1713. 

A LANDSCAPE,  WITH  FIGURES. 

Canvas.  13!  X i8f-  in. 

In  the  right  centre  middle  distance,  on  rising  wooded  ground  on  the  far 
side  of  a stream,  is  a small  square  castle  with  a round  tower.  Beneath  two 
birch  trees  lower  down  the  bank,  centre,  are  a man  and  a woman,  the  former 
lying  and  the  latter  sitting  on  the  ground  ; near  them  are  some  sheep.  To 
the  left,  beneath  them,  the  stream  forms  a small  cascade,  as  it  flows  round  a 
projecting  rock,  on  the  near  side  of  the  stream,  centre.  Beyond  the  cascade, 
left,  the  bank  is  flat  and  wooded.  In  the  left  foreground  are  sheep  at  the  foot 
of  some  birch  trees.  Near  them  is  a shepherd  with  crook,  dressed  in  red.  In 
the  centre  foreground  is  a boulder  of  rock  on  the  near  bank  of  the  stream. 
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A track  passes  close  to  it,  on  which  are  the  shepherd’s  dog  and  some  sheep, 
right,  near  a clump  of  birch  trees,  one  of  which  is  a broken  trunk.  Woods  in 
the  far  distance,  right.  The  sky  is  blue  and  cloudy. 

“432”  is  painted  in  white  in  the  left  lower  corner. 

Collection — Royal  Spanish. 

Captured  at  Vitoria,  1813.  See  Introduction. 


175  CHRISTIAN  WILHELM  ERNST  DIETRICH,  1712-1774. 

A LANDSCAPE. 

Canvas.  12*  x 15]  in. 

Companion  picture  to  No.  17.  A rocky  and  wooded  landscape.  A wooden 
bridge  spans  a brook  which  runs  between  two  rocks,  right  centre  middle 
distance.  A man  with  a dog  is  crossing  the  bridge,  followed  by  a mule  and 
another  man.  Beneath  a rock  in  the  left  foreground  are  a figure  seated,  and 
goats.  Wooded  mountains  in  the  far  distance.  The  sky  is  blue,  with  white 
clouds. 

Captured  at  Vitoria,  1813.  See  Introduction. 


34  PAINTER  UNKNOWN. 

JOHN  CHURCHILL,  FIRST  DUKE  OF  MARLBOROUGH,  K.G. 

Canvas.  1 9I  x 15. I in. 

John  Churchill,  first  Duke  of  Marlborough,  born  in  1650.  He  was  son  of  Winston  Churchill 
and  Elizabeth,  daughter  of  Sir  John  Drake.  He  joined  the  Guards  in  1666,  and  served  in  Tangiers. 
In  1672  he  went  with  the  expedition  sent  to  aid  Louis  XIV.  against  the  Dutch,  and  greatly  dis- 
tinguished himself.  In  1678  he  married  Sarah  Jennings.  For  his  services  on  a special  mission 
from  James  II.  to  Louis  XIV.,  he  (having  been  made  a Scotch  peer  in  16S2)  was  created  an 
English  peer,  Baron  Churchill.  He  was  second  in  command  against  Monmouth  in  his  unsuccessful 
enterprise  in  the  Western  Counties.  Indignant  at  the  wish  of  James  to  change  the  State  Church, 
he  made  overtures  to  the  Prince  of  Orange,  to  whose  side  he  deserted  on  the  landing  of  the  latter 
in  England.  He  then  became  Earl  of  Marlborough.  Suspected  of  treason,  after  serving  in  the 
Netherlands  and  in  Ireland,  he  was  thrown  into  the  Tower  in  1692,  but  was  soon  released.  In 
1702  he  received  the  Garter  from  Queen  Anne,  was  made  Captain  General  of  the  Army  and  created 
Duke  of  Marlborough.  In  the  same  year  he  commanded  the  troops  of  England  and  Holland  when 
those  two  countries  joined  Austria  in  an  alliance  against  France,  and  he  again  greatly  distinguished 
himselt.  The  year  1703  having  been,  comparatively  speaking,  unsuccessful  for  the  allies,  Louis  XIV. 
decided  to  attack  Austria,  but  was  defeated  at  Blenheim  by  Marlborough  and  the  Prince  Eugene. 
In  1706  he  won  the  battle  of  Ramillies,  and  in  1709  that  of  Malplaquet  against  the  French.  In 
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1710  he  was  dismissed  for  alleged  malversation  of  public  money.  He  then  went  abroad  till  1714, 
and  on  his  return  received  an  ovation.  Queen  Anne  had  just  died,  and  George  I.  restored  him  to 
his  military  employments.  He  soon,  however,  retired  from  public  life,  and  died  June  16,  1722.  He 
was  buried  in  Westminster  Abbey. 

Small  three-quarter  length.  He  stands  in  front  of  a rock,  turning  to  the 
right.  He  wears  a full-bottomed  wig,  a complete  suit  of  armour,  and  a white 
jabot.  In  his  right  hand  is  a field-marshal’s  baton.  His  helmet  and  a gauntlet 
are  beside  him,  right.  In  the  right  centre  and  far  distances  a battle  is  raging. 
The  sky  is  lurid  in  the  far  distance. 

‘ Quarterly ,’  xcii.  46S. 

Bought  by,  or  presented  to,  the  first  Duke  of  Wellington. 


61  LUDOLPH  BACKHUYSEN,  1631-1708. 

EMBARKATION  OF  DE  RUYTER  AT  AMSTERDAM.  ( This  picture  is  mentioned  in  the 
Le  Rouge  Catalogue  as  representing  a “ fete  pairiotiqueP ) 

Canvas.  42  f x 6 if  in, 

Michael  Adrian  de  Ruyter,  a great  Dutch  Admiral,  was  born  at  Flushing,  1607.  He  went  to 
sea  as  a cabin  boy,  and,  subsequently  joining  the  navy,  rose  to  the  top  of  his  profession.  On  many 
occasions  he  greatly  distinguished  himself  fighting  against  the  English,  and  notably  in  1653  in  a great 
sea  battle  near  the  mouth  of  the  Channel,  when  the  English  were  commanded  by  Blake  and  the 
Dutch  by  Van  Tromp  and  Ruyter.  On  a subsequent  occasion  he  sailed  up  the  Thames  and  destroyed 
some  English  men-of-war  at  Sheerness.  He  died  at  Syracuse  in  1676  from  a wound  received  in 
battle  with  the  French  fleet  off  Messina. 

A view  on  the  Oude  Schouans  Canal,  Amsterdam,  looking  north.  Sunrise, 
in  calm  weather.  To  the  left  is  seen  Admiral  de  Ruyter  walking  along  the 
quay,  escorted  by  a dense  throng,  and  bowing  his  acknowledgments  of  their 
salutations.  Several  large  barges,  crowded  with  people,  are  seen  in  the  left  fore- 
ground ; some  of  them  being  moored  in  front  of  the  quay.  Above  the  latter  rises 
the  tower  of  Montelban,  over  a clock  on  which  is  the  date  1607.  At  the  end  of 
the  quay  a roadway,  with  double  drawbridge,  crosses  the  river,  and  beyond  are  seen 
several  battle-ships  and  other  shipping.  In  the  right  foreground  is  the  Admiral’s 
barge,  with  his  flag  and  burgee  flying.  On  it  two  heralds  are  proclaiming  with 
their  trumpets  the  arrival  of  the  Admiral.  To  the  right  is  a quay.  Barges,  etc. 
are  moored  to  it.  On  one  of  these  the  painter,  Backhuysen,  is  seated,  sketching 
the  scene.  The  sky  is  blue,  with  a bank  of  grey  clouds  in  the  far  distance. 

Signed  “ L.  Backhuysen  F.  1685  ” on  the  side  of  barge,  right. 
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Every  endeavour  has  been  made,  but  in  vain,  to  ascertain  the  exact  occasion  repre- 
sented by  this  picture.  It  was  painted  in  1685,  and  as  De  Ruyter  died  in  1676,  if  the 
painting  really  has  reference  to  him,  it  must  have  been  painted  many  years  after  the 
event.  The  Archivist  of  Amsterdam  is  inclined  to  think  that  the  picture  represents 
the  embarkation  of  the  Stadhouder  of  Friesland,  Henrich  Casimir  II.,  who  visited 
Amsterdam  with  his  young  wife  in  October  1684,  but  this  theory  can  scarcely  be 
correct,  as  no  lady  appears  prominently  in  the  picture. 

Catalogue  of  the  Le  Rouge  Sale , Paris,  April  1818  : — “ Ce  tableau,  que  Ton  peut  regarder 
comme  le  plus  parfait  qui  soit  sorti  de  la  main  de  Bacchuysen,  a toutes  les  qualites  que 
Ton  peut  ddsirer  dans  cette  imitation  de  la  nature.  Tout  ce  que  le  genre  de  la  marine 
offre  d’interet  est  porte,  dans  cet  ouvrage,  au  plus  haut  degrc  de  perfection.  Un  ciel 
serein,  le  vague  de  l’air  qui  se  reflate  sur  toutes  les  parties,  le  precieux  fini  de  toutes  les 
figures  qui  y sont  termine'es  avec  cette  ve'rite  de  touche  a faire  illusion,  le  ton  de  couleur, 
joint  it  la  transparence  des  eaux  et  cette  vapeur  ae'rienne,  que  ce  grand  peintre  a si 
bien  rendus,  donnent  it  cette  sublime  production  la  suprdmatie  sur  tous  les  ouvrages  de 
peinture  de  ce  genre,  oil  cet  habile  artiste  n’a  point  de  rivaux.” 

Smith,  ‘■Catalogue  Raisonn'e , etc.'  vi.  419,  par.  54: — “This  picture  is  painted  in  the 
artist's  most  finished  manner.” 

Hazlitt , ‘ Criticisms  on  Art,’  Appendix,  lvi. 

‘ A thence  urn,'  June  14,  1856. 

Collection — M.  Le  Rouge,  181S. 

Bought  for  the  first  Duke  of  Wellington  at  the  Le  Rouge  Sale,  Paris,  Afril  18,  1S1S  (lot  3),  by 
M.  Fereol  Bonnemaison  for  21.000  frs.,  about  fiSSo. 

Exhibited — British  Institution,  1821,  when  it  was  called  “Embarkation  of  Van  Tromp  ” 

” » l856> 

Royal  Academy  (Old  Masters),  1888. 


150  HERMAN  SAFTLEVEN,  1609-1G85. 

VIEW  ON  THE  RHINE. 

Canvas.  iS  x 164  in. 

The  river  crosses  the  picture  from  left  foreground  to  right  far  distance. 
In  the  foreground  is  a landing  place  with  ships  unloading.  On  the  bank  is  a " 
table  surrounded  by  figures.  Two  carts  are  starting  towards  the  river  bank, 
right.  The  river  is  covered  with  boats  and  rafts,  and  on  the  far  bank,  centre, 
is  a village  with  a church.  Beyond  the  village,  fields  rise  precipitously  to  the 
base  of  a cone-shaped  mountain.  On  the  summit  of  a rock,  left,  is  a small 
round  tower.  The  sky  is  blue,  with  white  clouds. 

“ 309  is  painted  in  white  in  the  left  lower  corner. 

Collection — Royal  Spanish. 

Captured  at  Vitoria,  1813.  See  Introduction'. 
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86  ADRIAEN  BROUWER,  1605-1638. 

BOERS  SMOKING. 

Panel.  15  J X 14!  in. 

An  interior.  In  the  centre  a man  is  sitting  on  a straight-backed  wooden 
chair,  from  one  corner  of  which  hangs  his  red  cap.  His  hair,  which  is  brown, 
hangs  in  lanky  tresses  to  his  shoulders.  His  complexion  is  sallow,  and  h;s 
moustaches  are  small,  brown,  and  turned  up  at  the  ends.  He  wears  a yellow 
sleeveless  coat,  showing  his  shirt  sleeves,  loose  grey  short  trousers,  and  black 
boots.  He  is  leaning  forward  towards  the  right  while  he  lights  a straight  clay 
pipe,  which  he  holds  in  his  right  hand,  from  a burning  ember  in  his  left.  His 
left  foot  rests  upon  a wooden  stool,  and  on  the  floor  near  his  right  foot  lies 
a pipe.  In  the  right  foreground  is  a wooden  bench-table,  on  which  is  a 
piece  of  white  paper  containing  tobacco.  Beyond  it  sits  another  man,  in 
a black  cap,  and  with  dishevelled  hair,  leaning  back  in  his  chair.  He  wears  a 
grey  jacket  and  a pair  of  loose  blueish  trousers.  His  left  arm  rests  on  the 
back  of  his  chair,  and  in  his  left  hand  is  a straight  clay  pipe.  He  is  emitting 
a puff  of  tobacco  smoke  from  his  mouth.  Between  these  two  figures  is  seen 
the  head  of  a third  man,  wearing  a black  hat.  On  the  ground  beyond  the 
wooden  footstool  is  an  earthen  pitcher.  Behind  the  chair,  left  centre, 
stands  a woman  carrying  a tankard.  She  wears  a white  cloth  over  her  head, 
and  is  turning  round  to  speak  to  another  woman,  also  with  a white  cloth  over 
her  head,  who  is  seen  through  a window,  left.  The  far  wall  of  the  room 
is  dark  and  indistinct,  and  in  the  centre  of  it  is  what  appears  to  be  an 
arched  niche. 

Signed,  “ Braw,”  on  the  near  end  of  the  bench,  right  foreground. 

Catalogue  of  the  Randon  de  Boisset  Sale , Paris , 1777: — “ Le  tableau  est  capital,  et 
le  plus  beau  que  l’on  connoisse.” 

Catalogue  cf  the  Clos  Sale,  Paris,  1812: — “Tableau  d’une  execution  aussi  ferme  que 
spirituelle,  et  d’une  transparence  admirable  de  couleur,  il  vient  du  cabinet  de  M.  Randon 
de  Boisset,  No.  53  ; vendu  2400  liv.” 

Catalogue  of  the  Lapeyriere  Sale,  Paris,  April  1817  : — “Dans  l’interieur  d’une  taverne, 
on  voit  trois  fumeurs,  dont  Fun  allume  sa  pipe ; derriere  eux,  la  servante  tient  un  pot 
de  biere,  et  parle  k une  femme  qui  passe  sa  tete  H la  croise'e ; on  remarque  encore  un 
billot  sur  lequel  est  un  papier  plein  de  tabac.  On  ne  peut  pousser  plus  loin  la  force, 
la  vivacite  de  la  couleur,  la  facilite  du  pinceau,  la  ve'rite  des  poses,  enfin,  ce  sentiment 
naturel  qui  meritbrent  h.  Brouwer  Fattention  et  les  eloges  du  fameux  Rubens.” 

‘ Athenceum,'  January  8,  1853: — “A  small,  good  Brouwer.” 
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IVaagen,  ‘ Treasures ,’  ii.  277: — “Three  boors  in  a room:  two  of  them  smoking. 
Very  spiritedly  executed,  in  an  harmonious,  and,  for  him,  warm  tone.” 

‘ Gazette  des  Beaux- Arts'  ( Deuxi'eme  Periode),  xxi.  43: — “La  Tabagie  du  cabinet  de 
Randon  de  Boisset,  vendue  2400  livres  en  1777,  n’etait  pas  moins  importante.  Pierre 
Remy  declare  carrement  que  ce  tableau  est  ‘le  plus  beau  Brouwer  que  l’on  connaisse.' 
On  y voyait  trois  fumeurs,  comme  dans  l’exemplaire  de  la  Pinacot’neque  de  Munich, 
mais  disposes  differemment.  Brouwer  y avait  introduit  une  figure  aimce,  celle  du  paysan 
qui,  penchd  sur  le  dos  de  sa  chaise,  rend  la  fumee  du  tabac  qu’il  fume.  Dans  le  fond 
une  vieille  femme  parlant  a une  autre  femme  qu’on  apercevait  d’une  fenetre.  Ce  tableau 
reparait  h la  vente  Clos,  en  1812,  et  il  ne  se  vend  plus  que  mille  francs.  ” 

Collections — M.  Randon  de  Boisset,  1777,  2400  frs.  (Dainval). 

M.  Clos,  1812,  1000  frs. 

M.  Lapeyrihre,  1817,  2401  frs. 

Bought  by  the  first  Duke  of  Wellington  at  the  Lafeyriere  Sale,  Paris , April  1S17  (lot  15),  for 
2401  frs.,  about  ^96. 

Exhibited — British  Institution,  1818. 


201  WILLEM  VAN  DE  VELDE,  1G33-1707. 

VESSELS  IN  A CALM. 

Panel.  15I  X 16  in. 

The  sea  is  covered  with  vessels  and  boats.  There  is  a group  of  the 
former  on  the  right,  and  another  on  the  left.  There  are  two  barges  in  the 
middle  distance,  and  other  shipping  in  the  far  distance.  The  sky  is  blue,  with 
grey  clouds. 

Signed  “ W.  V.  V.,”  below  an  anchor,  right  centre. 

Captured  at  Vitoria,  1813.  See  Introduction. 


86  ADRIAN  VAN  OSTADE,  1610-1685. 

A GAME  OF  GALLET. 

Panel.  13!  x i8i  in. 

This  picture  represents  a yard,  at  the  extremity  of  which  is  a tavern.  To 
the  right  a long  narrow  shed  occupies  the  side  of  the  yard.  Under  it  is  a 

table,  on  which  the  game  of  gallet  is  being  played  by  two  men.  A third  is 
looking  on.  In  the  centre  foreground  a man  sits  on  a wooden  bench  with  his 
back  to  the  shed.  Me  holds  a long  clay  pipe  up  to  his  mouth.  On  the 
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ground,  in  front  of  him,  stands  a two-handled  earthenware  pitcher.  At  the 
near  end  of  the  bench  are  a boy  and  a girl,  playing.  At  the  far  end  lies  the 
trunk  of  a tree,  near  which  a white  shirt  and  two  cloths  are  spread  out  to  dry, 
close  to  an  overturned  basket.  In  the  left  foreground  is  seen  the  end  of  a 

bowling  alley  and  some  bowls.  In  front  of  the  tavern  are  groups  of  people, 

men,  women  and  children,  some  of  whom  are  seated.  Trees  are  seen  behind 
the  tavern  and  over  the  roof  of  the  shed.  The  sky  is  blue,  with  white  clouds. 
Signed  “ A.  Ostade  ” in  the  bowling-alley. 

Two  sketches  for  this  picture  are  in  the  British  Museum.  One  is  rough,  in  pen 
and  bistre,  and  the  other  is  a carefully  coloured  drawing,  signed  “ A.  Ostade,”  and 
dated  1677.  In  both,  however,  there  is  a dog  near  the  group  on  the  extreme  left,  in 
front  of  the  tavern. 

Catalogue  of  the  Lapeyriere  Sale,  Paris , April  1817  : — “ Composition  de  pres  de 
vingt  figures,  connue  sous  le  nom  des  joueurs  de  galet,  et  provenant  autrefois  du 
cabinet  Choiseul.  En  dehors  d’un  cabaret,  a la  porte  duquel  sont  placdes  dans 
diffdrens  mouvemens  nombre  de  figures,  dont  quelques-unes  assises  autour  d’une  table, 
on  voit  le  jeu  de  galet  qui  occupe  deux  paysans,  et  un  troisihme  qui  est  spectateur. 
En  avant  et  au  milieu,  on  remarque  un  fumeur  assis  sur  un  banc,  et  deux  jeunes 
enfans.  Un  jeu  de  boule,  un  tronc  d’arbre,  et  divers  accessoires,  sont  disperses  sur  le 
terrain.  Derrihre  les  habitations  rustiques,  qui  forment  le  fond  du  tableau,  sont  placds 
plusieurs  arbres  qui  se  ddtachent  d’une  maniere  ddcidee  et  harmonieuse  sur  un  ciel  clair. 
Ce  tableau,  fin  de  touche,  d’un  pinceau  suave,  d’une  parfaite  harmonie,  est  de  la 
meilleure  manihre  du  maitre.” 

Smith , ‘ Catalogue  Raisonne ,’  i.  124,  par.  62. 

Waagen,  ‘ Art  and  Artists ,’  ii.  300. 

Hazlitt,  ‘ Criticisms  on  Art,'  Appendix,  lvi. 

Waagen,  ‘ Treasures ,’  ii.  274. 

‘Athenceum,’  June  24,  1854,  when  it  was  called  “ Outside  of  a Cabaret.” 

‘ Athenaeum]  January  30,  1886. 

Bryan,  ‘ Dictionary , etcl  (1889),  ii.  234. 

Collections — Choiseul,  1772,  £184. 

P.  de  Conti,  1777,  £200. 

Chevalier  Lambert,  1787,  ,£175. 

Coders,  1789,  ^240. 

Van  Alphen,  1810,  £180. 

M.  Lapeyriere,  1817,  £ 218 . 

Bought  by  the  first  Duke  of  Wellington  at  the  Lapeyriere  Sale,  Paris,  April  1817  (lot  38),  for 
5450  firs.,  £212,. 

Exhibited — British  Institution,  1818,  when  it  was  called  “A  Merry  Making;  an  exterior.” 

„ „ 1845,  when  it  was  called  “ Shuffle  Board  Players.” 

Royal  Academy  (Old  Masters),  1886,  when  it  was  called  “Tavern  Garden  with 
Figures.” 

Engraved — No.  17,  Choiseul  Gallery. 
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00  WILLEM  VAN  MIERIS,  1662-1747. 

A CAVALIER  DRINKING. 

Panel.  16  X 12.^  in. 

An  interior.  On  the  far  wall  are  shelves  with  glass  bottles  of  various  shapes 
and  sizes.  Seated  at  a table,  centre,  and  turning  to  the  right,  is  a bare-headed 
soldier,  in  buff  jacket,  cuirass  and  long  boots.  He  holds  in  his  hand  a large 
glass  half  full  of  liquor.  On  a wooden  stool  by  his  side  are  a pipe  and  jug. 
Across  the  end  of  the  table,  left,  is  thrown  a patterned  cloth.  On  the  table 
are  a bottle,  pipe,  a brass  brazier  and  an  open  paper  parcel ; a fish  hangs  from 
the  table.  Behind  the  soldier  a man  and  woman  are  embracing-. 

Catalogue  of  the  Lapeyriere  Sale,  Paris,  April  1817  : — “ Un  tableau  de  la  plus  grande 
perfection,  et  qui  pourrait  sans  contredit  rivaliser  avec  les  ouvrages  de  Francois  Mitffis, 
representant  un  interieur,  ou  sont  trois  personnages.  L’attention  se  porte  surtout  sur 
un  militaire  d’une  belle  figure,  assis  auprks  d’une  table,  et  tenant  un  vuidercome  gami 
de  liqueurs  qu’il  boit  en  souriant.  Nombre  d’accessoires,  un  tapis,  une  bouteille  plac<?e 
sur  la  table,  executes  avec  le  plus  precieux  fini,  ajoutent  encore  i l’inte'ret  de  cet 
excellent  tableau.” 

Smith,  ‘ Catalogue  Raisonn'e,  etc.',  i.  82,  par.  82,  where  it  was  attributed  to  Frans 
Mieris,  and  called  “An  Interior  with  a Soldier  Drinking.” 

Hazlitt,  ‘ Criticisms  on  Art,'  Appendix  lvi. 

Collection — M.  Lapeyriere,  1817. 

Bought  by  the  first  Duke  of  Wellington  at  the  Lapeyriire  Sale,  Paris , April  1S17  ( lot  if),  for 
2501  frs.,  about  jf  100. 

Exhibited — British  Institution,  1819,  when  it  was  called  “ An  Interior  with  a Soldier  Drinking.” 
„ „ 1829,  when  it  was  called  “Interior  of  a Cabaret” 


14  DAVID  TENIERS,  1610-1694. 

INTERIOR,  WITH  A MAN  SMOKING. 

Canvas.  13J  x 19^  in. 

Au  interior.  A man  in  a high  soft  felt  hat  with  feather,  a brownish 
jacket  and  blue  trousers,  sits  on  a rush-bottomed  chair,  in  the  act  of  lighting 
his  pipe.  In  front  of  him  is  a barrel  table,  on  which  are  a glass,  white  cloth, 
and  an  earthen  brazier.  He  has  his  left  foot  on  a log  of  wood.  A pitcher 
is  by  his  side.  Behind  him,  left,  another  man,  in  dark  clothes,  stands  with  his 
face  to  the  wall.  Hanging-  on  the  wall  are  a caricature  and  a brass  candlestick. 
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In  the  right  foreground  are  a table,  on  which  is  an  earthen  vessel,  and  a cask 
with  two  pieces  of  wood  leaning  against  it.  A dog  lies  asleep  on  the  floor. 
In  a room  beyond,  right,  a man  is  sitting  by  the  side  of  the  fire,  and  another 
is  standing  in  front  of  it.  Two  men  are  sitting  at  a bench  in  the  centre  of  the 
room,  filling  their  pipes,  and  a man  is  standing  behind  them ; a woman  is 
entering  through  the  door,  left,  carrying  a dish. 

Although  this  picture  is  attributed  to  David  Teniers  the  younger,  it  may,  perhaps, 
have  been  painted  by  the  elder  Teniers,  who,  in  his  old  age,  tried  to  imitate  the 
manner  and  choice  of  subject  of  his  son.  There  is  also  a certain  resemblance  to  the 
work  of  Brouwer  in  the  treatment  of  this  picture. 

Captured  at  Vitoria,  1813.  See  Introduction. 


107  DAVID  TENIERS  (the  elder),  1582-1649. 

SHEPHERD  AND  DOG. 

Canvas.  14T  X 24}  in. 

A shepherd,  wearing  a red  cap,  is  seated  under  a rock  tying  his  shoe,  his 
dog  watching  him.  On  the  ground  to  his  left  are  a staff  and  a white  cloth. 
Landscape  with  castles  in  the  left  middle  and  far  distances.  The  sky  is  cloudy. 

Signed  “ D.  Teniers,”  lower  right  centre. 

This  picture  (captured  at  Vitoria)  is  the  painting  by  Teniers  of  the  same  subject 
and  of  similar  dimensions,  mentioned  in  a MS.  Inventory  of  1772*  as  then  forming 
part  of  the  Royal  Spanish  Collections,  whence  it  has  since  disappeared.  In  the  Inven- 
tory referred  to,  the  picture  is  entered  as  “ 1 1 2 . . . . A figure  in  landscape,  tying  up 
his  shoe,  a dog  near  him,”  and  as  then  hanging  in  the  “ Green  Cabinet  Room  ” in  the 
Royal  Palace,  Madrid. 

Collection — Royal  Palace,  Madrid,  1772. 

Captured  at  Vitoria,  1813.  See  Introduction. 


32  DAVID  TENIERS,  1610-1694. 

PEASANTS  PLAYING  AT  BOWLS. 

Canvas.  23  X 30  in. 

To  the  left  is  a cottage,  out  of  the  door  of  which  a man  is  coming, 
followed  by  a woman.  In  front  of  the  cottage  are  five  peasants,  two  of  whom 
are  playing  at  bowls.  Beyond  them  is  a river  or  canal,  which  is  joined  by 


* In  the  Royal  Palace  Archives,  Madrid. 
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another  in  the  centre.  The  latter  is  spanned  by  a wooden  bridge,  at  the  near 
end  of  which  is  a large  covered  gateway.  A man  looks  over  the  side  of  the 
bridge.  Trees  and  a house  in  the  distance.  The  sky  is  blue  and  cloudy. 

Signed  “ D.  Teniers  F.”  on  a stone  in  the  right  lower  corner. 

o 

This  picture  (captured  at  Vitoria)  is  the  painting  by  Teniers  of  the  same  subject 
and  similar  dimensions,  mentioned  in  a MS.  Inventory  of  1772*  as  then  forming  pan  of 
the  Royal  Spanish  Collections,  whence  it  has  since  disappeared.  In  the  Inventor)’  referred 
to,  the  picture  is  entered  as  “3 29.  Game  of  Bowls  near  a Brook,  a Bridge  with  Garden 
Gate,”  and  as  then  hanging  in  the  ‘-King’s  Retiring  Room”  in  the  Royal  Palace,  Madrid. 

Smith , '‘Catalogue  Raisonne , etc.’  iii.  424,  par.  623. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1772. 

Captured  at  Vitoria , 1813.  See  Introduction. 

Exhibited — British  Institution,  182S,  when  it  was  called  “ Figures  at  Bowls." 

,,  „ 1852,  when  it  was  called  “Playing  at  Bowls." 


52  DAVID  TENIERS,  1610-1694. 

THE  INTERIOR  OF  A COW-HOUSE. 

Canvas.  20.}  X 3 5 2 in. 

Along  the  right  of  the  cow-house  stand  three  cows  with  their  heads,  facing 
left,  through  the  wooden  bars  of  a cow-rack,  on  the  top  cross  beam  of  which 
sits  an  owl.  Between  the  first  and  second  of  these  cows  a fourth  is  lying 
down.  The  nearest  cow  is  yellow,  with  a white  face.  The  head  of  the  second 
is  also  white,  but  its  body,  as  well  as  the  cow  beyond  it,  are  in  shadow.  In 
Iront  of  the  rack,  centre,  stands  a man  with  a grey  felt  hat,  grey  jacket  and 
breeches,  brown  stockings  and  black  shoes.  He  is  holding  back  a yellow  and 
white  calf,  by  a string  round  its  neck,  from  its  mother,  which  it  faces.  A little 
more  forward,  left  centre,  a fair- haired  woman,  in  a white  cap.  red  jacket,  grey 
skirt  and  green  apron,  is  leaning  forward  and  pouring  milk  out  of  a round 
earthenware  pan,  a brass  one-handled  vessel  being  on  the  ground  in  front  of 
her,  with  its  lid  beside  it.  Her  body  faces  the  cows,  but  her  head  is  turned 
back  towards  a grey-bearded  man,  in  a felt  hat  and  grey  coat,  who  stands  with 
his  hands  resting  on  the  lower  part  of  the  shed  door,  the  upper  part  of  which 
is  open.  A strong  light  falls  on  the  side  of  the  door,  and  trees  are  seen  in 


* 


In  the  Royal  Palace  Archives,  Madrid. 
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the  distance.  In  the  left  foreground  lies  a barrel,  on  which  is  a round  earthen- 
ware pan,  and  near  it,  on  the  floor,  is  a slipper.  At  the  far  end  of  the 
cow-house,  which  is  but  indistinctly  seen,  is  a shelf  high  up  on  the  wall,  centre, 
on  which  are  two  bottles  and  three  other  vessels.  Beneath  the  shelf  is  a niche 
in  the  wall,  on  which  rests  an  earthen  jug,  close  to  which,  right,  hangs 
another,  and  a blue  cloth.  On  the  ground,  beneath  the  latter,  is  a rude 
wooden  churn  and  bucket.  Close  to  the  shelf,  left,  stands  an  octagonal  cup- 
board on  high  legs,  with  a shelf  below  on  which  is  an  earthen  vessel,  and 
against  which  leans  another.  From  the  top  of  the  cupboard  hangs  a blue 
cloth,  and  on  it  are  various  articles  resting  against  the  wall.  Between  the 
cupboard  and  niche  is  a long-handled  broom.  A metal  candlestick  hangs  from 
the  first  beam  of  the  cow-rack,  into  which  is  also  driven  a large  nail. 

Captured  at  Vitoria,  1813. 


50  JAN  VAN  DER  HEYDEN,  1637-1712,  and  ADRIAN  VAN 

DE  VELDE,  1635  or  36-1672. 

VIEW  OF  A TOWN  IN  HOLLAND. 

Panel.  18J  X 2 2§  in. 

The  town  is  intersected  by  a canal,  spanned  in  the  distance  by  a draw- 
bridge, beyond  which  is  seen  the  cupola  of  a church.  On  the  left  is  an  old 
building  standing  on  columns  and  arches,  beyond  which  stretches  a line  of 
houses.  In  front  of  these,  on  the  quay  of  the  canal,  is  a row  of  trees.  On 

the  opposite  side  of  the  canal  is  also  a row  of  houses  fronted  by  trees.  The 

figures,  painted  by  Adrian  Van  de  Velde,  consist  of  two  girls  in  the  centre 
foreground  holding  hands,  and  a child  approaching  them.  Beyond  them,  to  the 
left,  are  a lady  and  gentleman,  followed  by  a man  in  brown.  There  are  four 
barges  on  the  canal,  one  of  which  is  beyond  the  bridge.  The  sky  is  blue, 
with  light  clouds. 

Signed  “ Weyden  fsc.,”  centre. 

It  having  been  impossible  to  identify  this  town,  this  is  supposed  to  be  a fancy  picture. 

Catalogue  of  the  Lapeyricrc  Sale,  Paris,  April  1817  : — “ Une  autre  vue  du  meme 
genre.  Dans  celle-ci,  les  deux  cotes  de  la  composition  sont  occupes  par  des  maisons  ; 
le  canal  est  vers  la  droite  du  spectateur.  Des  rangdes  d’arbres  qui  bordent  le  quai, 
mettent  la  presque  totalite  du  tableau  dans  une  demi-teinte  vigoureuse  qui  fait  ressortir 
la  lumiere  qui  frappe  des  batimens  que  Ton  voit  dans  l’dloignement  au-delh.  du  pont  qui 
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traverse  le  canal,  et  une  lumibre  vive  produite  par  le  soleil  qui  dclaire  le  haut  des 
batimens  h gauche,  et  le  devant  du  premier  plan.  Plusieurs  barques  placees  sur  le 
canal,  et  nombre  de  figures  distributes  avec  intelligence,  ajoutent  h 1’interet  de  ce 
tableau,  dont  l’effet  est  vigoureux  et  brillant,  et  l’execution  la  plus  pre'cieuse.  Le  ciel 
est  clair  et  bien  nuagt.  Ce  tableau,  peint  dans  un  tout  autre  genre  d’eflfet  que  le 
precedent,  est  encore  de  toute  perfection,  et  prouve  la  force  et  la  variete  du  talent  de 
son  auteur.” 

Smith , 1 Catalogue  Raisonn'e , etc.]  ix.  672,  par.  12: — “Adrian  Vander  Velde  has 
introduced  the  figures;  ....  This  admirable  picture  is  of  the  choicest  quality.” 

1 Athenceum]  June  10,  1843,  reporting  on  the  Exhibition  of  Ancient  Masters  at 
the  British  Institution : — ' “ ....  very  rich  and  mellow,  and  not  very  elaborate  for 
him  . . . . ” 

Hazlitt,  ‘ Criticisms  on  Art]  Appendix,  lvi. 

‘ Times]  January  7,  1886. 

‘ Athenceum]  January  30,  1886,  reporting  on  the  Exhibition  of  Ancient  Masters 
at  the  Royal  Academy : — “ [this  picture]  gives  quite  another  view  of  the  Dutch  polity, 
its  busy  people,  lively  trade  and  canals,  and  commercial  buildings  in  good  repair.  It 
is  a well  known  and  choice  example ; a delightfully  bright,  broad  and  clear  illumination 
pervades  it.  The  atmosphere  could  not  be  more  brilliant  and  clear.” 

Collection — M.  Lapeyribre,  1817. 

Bought  by  the  first  Duke  ofi  Wellington  at  the  Lapeyri'ere  Sale,  Paris,  April  1817  ( lot  21),  for 
9450  firs.,  ^378. 

Exhibited — British  Institution,  x 8 1 8,  1835  ar>d  1843,  when  it  was  called  “View  of  a Dutch  Town." 

,,  „ 1847  and  1856,  when  it  was  called  “View  of  a Town.” 

Royal  Academy  (Old  Masters),  1886. 


45  KLAES  MOLINAER.  Date  of  birth  unknown  ; died  1676. 

DUTCH  FROST  SCENE,  WITH  FIGURES. 

Panel.  23 J x 29^  in. 

On  the  right  are  buildings  and  a boat-house.  Numerous  peasants,  two 
sledges,  and  a white  and  a bay  horse,  are  seen  on  the  ice  in  front  of  the 
buildings,  also  a gentleman  and  lady  in  the  left  centre  foreground.  The  distant 
ice  to  the  left  is  covered  with  skaters.  A man  with  a basket  on  his  head 
is  seen  crossing  the  ice  to  the  left,  accompanied  by  a woman.  The  sky  is 
dull  and  wintry. 

Signed  “ K.  Molinaer”  in  the  right  lower  corner. 

Bought  by,  or  presented  to,  the  first  Duke  of  Wellington. 
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46  DAVID  TENIERS,  1610-1694. 

LANDSCAPE  WITH  FIGURES  AND  ANIMALS. 

Canvas.  17!  x 37  in. 

In  the  right  foreground  is  a pool  of  water  with  rushes,  and  on  it  are  four 

ducks.  At  the  edge  of  the  pool,  right,  is  a dead  tree,  and  beyond  it  the 

ground  rises  abruptly  and  forms  a mound,  on  the  summit  of  which  two 
cows,  one  brown  and  the  other  grey,  approach  from  right.  Beyond  the 
sloping  side  of  the  mound,  right  centre,  stand  two  more  cows,  the  nearest 
with  a white  face.  Beyond  the  pool,  and  at  the  foot  of  the  mound,  centre, 
sits  a man  in  a felt  hat,  lilac  jacket  with  yellow  sleeves,  grey  breeches,  bare 
legs,  white  socks  and  black  boots.  He  holds  a flageolet  in  his  hands,  and  a 
staff  lies  across  his  body.  In  front  of  him  lies  a small  brown  and  white  dog 
close  to  a sack  and  gourd.  The  man’s  face  is  turned  left  towards  another 
man  who  stands  near  him,  left  centre.  The  latter  wears  a black  hat,  blue 
jacket,  red  shirt,  dark  breeches  and  stockings,  and  black  boots.  In  his  left 

hand  he  holds  a staff,  and  his  right  is  uplifted.  In  the  left  foreground  stand 

seven  sheep  in  different  positions.  On  the  ground  in  front  of  them  is  a large 
round  metal  vessel  and  a smaller  wooden  one.  On  higher  ground  beyond  are 
nine  other  sheep  and  a lamb.  The  background  from  left  to  right  centre  is 
occupied  by  a wood  with  a cottage,  left,  and  another,  centre.  The  sky  is 
blue,  with  grey  clouds. 

Signed  “ D.  Teniers  ft.”  on  a stone  in  the  left  lower  corner. 

“791”  is  painted  in  red  in  the  left  centre  foreground. 

This  picture  (captured  at  Vitoria)  is  the  painting  by  Teniers  of  the  same  subject, 
with  the  same  number  and  of  similar  dimensions,  mentioned  in  a MS.  Inventory  of 
1772*  as  then  forming  part  of  the  Royal  Spanish  Collections,  whence  it  has  since 
disappeared.  In  the  Inventory  referred  to,  the  picture  is  entered  as  “791.  Landscape 
with  cottage,  and  a shepherd  playing  a flute.  Above  him  is  seen  a cow  behind  a 
hillock,”  and  as  then  hanging  in  the  “ Green  Cabinet  Room  ” in  the  Royal  Palace, 
Madrid. 

Collection — Royal  Palace,  Madrid,  1772. 

Captured  at  Vitoria , 1813.  See  Introduction. 


* In  the  Royal  Palace  Archives,  Madrid. 
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58  JAN  VAN  DER  HEYDEN,  1637-1712,  and  ADRIAN  VAN 

DE  VELDE,  1635  or  36-1672. 

VIEW  ON  THE  VECHT,  NEAR  MAARSEN. 

Canvas.  2 1 J X 2 7 J in. 

The  river  Vecht  crosses  the  entire  foreground  of  the  picture.  On  the 
river,  centre,  is  a boat  with  an  awning,  containing  several  figures,  which  is 
being  rowed  towards  right  by  two  men  in  the  bows.  Behind  them  a dog 
is  barking  at  two  ducks  on  the  water,  both  of  which  are  in  the  act  of  rising. 
In  the  left  foreground  is  a boat  containing  baskets,  and  beyond,  a portion 
of  another  boat  is  seen.  Close  by  are  three  swans,  one  drinking.  Along  the 
further  side  of  the  river  is  a quay  or  walk  which,  left,  passes  over  a small 
brick  bridge  crossing  a stream  on  which  are  two  ducks,  where  it  joins  the 
river.  On  the  quay,  left  centre,  is  a woman  carrying  a child  and  a basket ; 
another  child  is  by  her  side.  Parallel  with  the  quay  is  a hedge,  at  the 

extremity  of  which,  right,  is  a red  brick  arched  gateway,  surmounted  by  two 

large  globes,  and  with  a coat-of-arms  over  the  arch,  leading  into  a yard.  In 
front  of  the  gateway  are  two  benches  facing  one  another,  and  near  the  gate, 
right,  are  trees.  On  the  left  of  the  quay  is  a grey  and  white  archway,  leading 

into  a wooded  park  from  which  a woman  is  emerging.  To  the  right  of  the 

gateway  are  two  trees  in  front  of  a high  grey  building  with  a red  brick  arched 
projection,  to  the  right  of  which,  beyond  the  bridge,  the  stream,  with  a boat 
on  it,  is  seen.  Beyond  the  further  bank  is  a brick  house,  with  high-pitched 
slate  roof  and  a large  green  arched  door.  In  front  of  this  house  is  a small 
wall  and  two  barrels,  and  close  by  are  some  trees  and  figures.  Beyond  the 
hedge,  centre,  and  with  a yard  in  front  of  it,  stands  the  mansion.  It  is  of 
red  brick,  surmounted  by  a cupola,  in  front  of  which  is  a gable  above  three 
windows.  It  has  a high-pitched  slate  roof  with  a small  spire  at  each  end. 

It  faces  the  river,  and  near  it,  right,  are  other  buildings.  In  the  yard  are 

several  small  trees,  and  four  figures,  including  that  of  an  officer.  Close 

to  the  hedge,  left  centre  and  beyond  a larger  tree,  is  a grey  and  white 

pavilion.  The  figures  in  the  boat,  centre,  are  by  Adrian  Van  de  Velde.  The 
sky  is  blue,  with  light  clouds. 

Signed  “ G.  V.  D.  Heyden  ” on  the  quay  wall. 

The  house  represented  in  this  picture  is  Goudestein,  the  residence  of  the  famous 
Huydecoper  family,  which  was  pulled  down,  and  rebuilt  in  1754,  and  its  owner  bears  the 
title  “ Lord  of  Maarsseveen.”  A recent  photograph  of  the  present  house,  kindly  sent  over  by 
the  present  owner,  shows  that  the  quay  and  bridge,  as  above  described,  remain  unaltered. 
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Nieuwenhuys,  lA  Review,  etc.,'  136  : — “A  picture  bought  at  Amsterdam  from  De  Heer 
Brands  for  1750  guldens.  This  was  afterwards  purchased  at  the  sale  of  M.  Le  Rouge, 
in  1818,  for  His  Grace  the  Duke  of  Wellington.” 

Smith,  1 Catalogue  Raisonn'e,  etc.'  v.  381,  par.  03. 

Waagen,  1 Art  and  Artists,’  ii.  300: — “A  view  of  Veght,  near  Maassen.  [This  should 
be  View  on  the  Vecht,  near  Maarsen.]  Striking  effects  of  light  and  shade  and  admirable 
keeping  are  here  combined  with  the  greatest  care.  A boat  in  a canal,  with  figures,  is  by 
Adrian  Van  de  Velde.  The  sight  of  this  picture  makes  you  fancy  yourself  in  Holland.” 

Waagen,  ‘ Treasures ,'  ii.  274. 

Hazlitt,  ‘ Criticisms  on  Art,’  Appendix,  lvi. 

Catalogue  of  the  Le  Rouge  Sale,  Paris,  April  1818  : — “ Ce  tableau  capital  et  de  la  plus 
grande  richesse  offre  une  eigale  perfection  dans  tous  ses  details.  Le  fini  prticieux  des  bati- 
mens  et  des  arbres,  la  touche  spirituelle  des  figures,  le  brillant  du  ciel  et  la  transparence 
des  eaux  font  reconnaitre  dans  leur  ensemble  toute  la  veritd  de  la  nature  embellie.” 

‘ Athenczum ,’  June  14,  1856. 

Collections — M.  Jan  Tak  (Leyden),  1781.  ^189. 

M.  Van  Leyden,  1804.  ,£145. 

Anonymous,  1811.  ;£i68. 

M.  Le  Rouge,  1818.  ^2 16. 

Bought  for  the  first  Duke  of  Wellington  at  the  Le  Rouge  Sale,  Paris,  April  1818  (lot  20),  by 
M.  Fereol  Bonnemaison,  for  3400  frs. — ^216. 

Exhibited — British  Institution,  1821,  when  it  was  called  “View  in  Holland,  with  boats  and  figures.” 
„ „ 1829,  when  it  was  called  “Buildings  on  the  Banks  of  a Canal, 

with  figures.” 

Royal  Academy  (Old  Masters),  1887,  when  it  was  called  “A  Dutch  Town.” 


223  LUDOLPH  BACKHUYSEN,  1631-1708. 

A SEA  PIECE. 

Canvas . 16  X 19!  in. 

Barges  in  a breeze.  A man-of-war  is  anchored  in  the  right  centre  middle 
distance.  Land,  with  trees  and  a windmill,  in  the  far  distance.  A buoy  is 
floating  in  the  right  centre  foreground.  The  sky  is  blue,  with  dark  clouds. 

In  a letter  to  the  second  Duke  of  Wellington,  dated  May  15,  1859,  Mr.  Gambardella 
describes  this  picture  as  “ a genuine  work,  perfect  in  condition,  and  equal  in  merit  to 
any  Flemish  picture  you  have  in  your  gallery.  I hope  to  get  it  for  40  or  45  guineas — 
it  would  be  cheap  at  75  guineas.” 

Bought  by  the  second  Duke  of  Wellington,  1859. 
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44  NICOLAAS  VERKOLJE,  1G73-1746,  and  JAN  VAN  HUYSUM, 

1682-1749. 

THE  ABDUCTION  OF  PROSERPINE. 

Pawl.  3 of  X 24  in. 

Proserpine,  wife  of  Pluto,  and  Queen  of  the  Infernal  Regions,  was  the  daughter  of  Jupiter  and 
Ceres,  and  was  born  and  brought  up  in  Sicily.  Pluto,  enraged  that  none  of  the  goddesses  would 
marry  him,  and  mortified  at  having  no  Issue,  ascended  his  chariot  and  drove  to  Sicily,  where  he 
chanced  to  find  Proserpine  and  her  companions  gathering  flowers  in  a valley  of  Enna.  Struck  with 
her  beauty,  he  instantly  seized  her,  and  forcing  her  into  his  chariot,  drove  rapidly  off  to  the  river 
Chemarus,  through  which  he  opened  himself  a passage  to  his  own  dominions. 

A wood,  with  buildings  and  hills  in  the  middle  and  far  distances.  In  the 

foreground  a pond,  in  which  a woman  stands,  up  to  her  knees  in  water.  On  the 
far  side  of  the  pond,  to  the  left,  is  Pluto’s  chariot  drawn  by  two  horses,  one  of 
which  is  ridden  by  a cupid.  Pluto,  carrying  Proserpine  in  his  arms,  is  dragging 
her  into  his  chariot.  The  latter  appeals  for  help  to  her  female  companions,  who 
are  grouped  by  the  side  of  the  pond  to  the  right,  and  one  of  whom  stands  with 
a basket  of  flowers  on  her  head.  A second  cupid,  carrying  a trident  in  one  hand 
and  directing  the  way  with  the  other,  is  flying  immediately  over  the  heads  of  the 
horses.  The  sky  is  blue  and  cloudy. 

This  picture  has  also  been  attributed  to  Lairesse,  1641-1711. 

\ Catalogue  of  the  Le  Rouge  Sale,  Paris , April  181S: — “ Ce  tableau  d’une  composition 

charmante  oil  ces  deux  maitres  ont  cherchd  it  montrer  leurs  talens  dans  tout  leur  Alat, 

est  un  morceaux  des  plus  rares ; les  figures  sont  remplies  de  grace  et 

d’expression  et  du  dessin  le  plus  correct.” 

Collection — M.  Le  Rouge,  1S1S. 

Bought  for  the  first  Duke  of  Wellington  at  the  Le  Rouge  Sale,  Paris,  April  1818  (lot  67),  by 
M.  Fer'eol  Bonnemaison. 


63  DAVID  TENIERS,  1610-1694. 

A HARVEST  SCENE. 

Canvas.  1 8 [ x 23J  in. 

A cornfield,  with  numerous  figures  at  work,  cutting  and  binding.  A village 
church  with  buildings  and  figures  in  the  far  and  middle  distances.  In  the  right 
foreground  a building,  with  a woman  bringing  food  through  the  doorway,  and  a 
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man  standing  and  drinking  from  a pitcher.  Five  figures  are  seated  outside,  eating 
and  drinking.  One  of  them,  a woman,  looks  back  towards  a new  arrival — a 
man,  whom  a girl  passes  as  she  carries  drink  to  the  workers.  A dog  is 
barking  at  the  girl.  A barrel  in  the  left  centre  foreground.  In  the  left  fore- 
ground are  three  trees.  The  sky  is  blue  and  cloudy. 

Signed  “ D.  Teniers  F,”  left  lower  centre. 

“ 108”  is  painted  in  white  in  the  left  lower  corner. 

This  picture  (captured  at  Vitoria)  is  the  painting  by  Teniers  of  the  same  subject, 
with  the  same  number  and  of  similar  dimensions,  mentioned  in  a MS.  Inventory  of 
1772*  as  then  forming  part  of  the  Royal  Spanish  Collections,  whence  it  has  since 
disappeared.  In  the  Inventory  referred  to,  the  picture  is  entered  as  “108.  Landscape. 
Table,  with  rustics  seated,”  and  as  then  hanging  in  the  “Passage  to  the  King’s  pew” 
in  the  Royal  Palace,  Madrid. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1772/ 

Captured  at  Vitoria,  1813.  See  Introduction. 

Exhibited — British  Institution,  1824. 


257  PAINTER  UNKNOWN. 

MAGDALEN,  IN  A LANDSCAPE. 

Canvas.  38  X 53^  in. 

Mary  Magdalen  is  said  to  have  been  born  at  Magdala.  Her  parents  died  before  she  was 
thirteen  years  old;  and  after  their  death  she  appears  to  have  led  a profligate  life  till  she  was  about 
thirty  years  of  age,  when  she  was  converted  by  Christ.  It  was  at  her  house  in  Bethany  that  she 
washed  the  Saviour’s  feet,  after  he  had  raised  her  brother  Lazarus  from  the  dead.  She  died  when 
she  was  about  fifty-six  years  of  age,  and  was  buried  in  the  city  of  Magdala. 

Very  dark  foreground,  on  the  right  and  left  of  which  wooded  ground  rises 
abruptly.  In  the  left  foreground  Magdalen,  in  a white  robe,  is  kneeling  before  a 
rude  crucifix,  with  her  hands  apart,  in  prayer.  In  the  middle  distance  a light 
landscape  overlooking  a wooded  valley,  beyond  which,  in  the  far  distance,  are 
lofty  mountains.  A stag  is  seen  standing  on  a rock  in  the  right  middle  distance, 
and  there  are  other  deer  in  the  valley.  The  sky  is  light  blue,  with  light  clouds. 

Captured  at  Vitoria , 1813.  See  Introduction. 


* In  the  Royal  Palace  Archives,  Madrid. 
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15  KAREL  DU  JARDIN,  about  1625-1678. 

LANDSCAPE,  WITH  FIGURES. 

Canvas.  n|-  x 8J  in. 

In  the  foreground  a pond  or  stream,  on  the  far  side  of  which,  in  the 
centre,  a man  in  a red  jacket  kneels  by  the  side  of  a basket,  looking  up 
towards  a woman  who  approaches  him,  right  centre.  Near  them  are  a white- 
faced cow  and  three  sheep.  A wooded  hill  in  the  left  middle  distance,  and 
beyond  it  a wooded  valley,  with  a mountain  range  in  the  far  distance.  The 
sky  is  light  and  misty. 

Signed  very  indistinctly  in  the  left  lower  corner.  The  letter  D is  plain, 
preceded  by  another  letter,  probably  K. 

“ iSi”  is  painted  in  white  in  the  right  lower  corner. 

Collection — Royal  Spanish. 

Captured  at  Vitona,  1813.  See  Introduction. 

7 BONAVENTURA  PEETERS,  1611-1652. 

A SEA  PIECE. 

Panel.  7 J x 9 } in. 

Vessels  in  a light  breeze.  A barge  on  the  right,  flying  Dutch  colours,  and 
in  the  left  foreground  men  in  a boat  hauling  in  a net.  Vessels  in  the  middle 
distance.  Low  land  with  a church,  windmill  and  other  buildings  in  the  far 
distance.  The  sky  is  stormy. 

Signed  indistinctly  with  two  initials,  in  the  left  lower  corner. 

Captured,  at  Vitoria,  1S13.  See  Introduction. 


JAN  STEEN,  1626-1679. 

INTEMPERANCE  AND  THE  JUVENILE  DEPREDATORS. 

Canvas.  30J  x 34J  in. 

An  interior.  In  the  far  right-hand  corner,  a large  bed  with  drawn 
curtains.  To  the  right  a door  communicating  with  another  apartment,  in 
which  a fire  burns  brightly.  Left  centre,  and  on  the  level  of  the  top  of  the 
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bed,  is  a latticed  window,  through  which  a house  opposite  is  seen.  In  the  centre 
of  the  room  is  a table  covered  with  a patterned  cloth,  on  which  is  a china 
vessel  containing  fruit,  a large  high-stemmed  glass  bowl,  the  remains  of  a meal, 
etc.  At  the  end  of  the  table,  right,  sits  the  mother  of  the  family,  resting  her 
head  and  arms  on  the  table,  evidently  asleep  from  the  effects  of  drink.  A boy 
is  picking  her  pocket,  and  behind  her  chair  stand  two  other  children,  with  whom 
he  divides  the  spoils.  Left  centre,  a man  in  a dark  garment  is  seated  in  front 
of  the  table,  facing  left,  and  smoking  a pipe.  Opposite  to,  and  facing  him,  is 
seated  a fair-haired  woman,  on  whose  right  knee  his  left  leg,  in  red  hose,  rests. 
She  is  dressed  in  a green  velvet  cloak  trimmed  with  white  fur,  a low-cut 
bodice,  and  dark  yellow  silk  skirt,  and  wears  a feather-trimmed  head-dress.  She 
is  handing  a glass  of  wine  to  her  companion.  Behind,  this  couple  are  a man 
and  woman,  the  former  playing  a violin,  and  the  latter  showing  him  jewels, 
which  she  holds  in  her  right  hand.  Her  left  arm  is  extended  towards  the 
inside  of  an  open  press,  left.  A monkey  on  the  top  of  the  bed  is  playing  with 
the  weights  of  a clock  which  hangs  from  the  wall.  In  right  centre  foreground, 
on  the  floor,  is  a large  metal  dish,  on  which  is  a joint  of  beef,  to  which  a red 
and  white  spaniel  is  turning  his  attention.  To  the  right  of  this  are  loaves  of 
bread,  etc.  The  man’s  hat  lies  on  the  ground,  and  the  floor  is  strewn  with 
cards*  oyster  shells,  etc. 

Signed  “J.  Steen”  on  a board  which  lies  on  the  floor,  and  on  which 
some  other  words  are  indistinctly  written. 

In  a letter  addressed  to  the  first  Duke  of  Wellington,  dated  February  io,  1821, 
Mr.  Charles  Long,  in  asking  the  Duke  to  lend  this  picture  for  exhibition  at  the  British 
Institution,  refers  to  it  as,  “the  family  of  Jan  Steen.” 

Smith , ‘ Catalogue  Raisonne,  etc.,'  iv.  25,  par.  78. 

Waagen,  ‘ Art  and  Artists,’  ii.  299: — “One  of  the  cleverest  pictures  of  Steen  is  a 
family  which  takes  advantage  in  various  ways  of  the  napping  of  the  mother,  who  appears 
to  have  taken  a drop  too  much  ....  Besides  the  spirit  and  truth  in  the  delineation 
of  the  passions,  this  picture  has  the  merit  of  careful  execution,  and  good  and  clear 
colouring.” 

Waagen,  1 Treasures’  ii.  273. 

Passavant,  lTour,  etc.,’  i.  r72  : — “Among  the  many  excellent  Dutch  pictures,  one  of 
Jan  Steen’s  most  humorous  productions  appears,  showing  the  consequences  of  too  free  a 
use  of  the  bottle,  as  exhibited  on  different  persons.  On  the  one  side,  a young  cavalier, 
glass  in  hand,  is  drawing  close  to  the  daughter  of  the  house,  who  seems  nothing  loth  to 
receive  his  caresses ; the  mother  is  taking  a comfortable  nap ; the  children  are  stuffing, 
unreproved ; a maid  servant  at  the  window  is  making  love  to  a neighbours  groom ; and 
a monkey  seated  on  a ’larum  clock,  is  holding  the  weights,  as  if  he  understood  that  the 
good  people  were  not  in  a condition  to  take  a note  of  time.” 

‘ Times’  January  7,  1886,  reporting  on  the  Exhibition  of  Ancient  Masters  at  the 
Royal  Academy: — “.  . . . though  its  subject  is  as  coarse  and  unpleasing  as  are  four 
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out  of  five  of  the  pictures  of  this  great  painter,  [it]  is  beyond  praise  in  all  technical 
respects  . . . . ” 

‘ Athcnceum'  January  30,  1886,  reporting  on  the  Exhibition  of  Ancient  Masters 
at  the  Royal  Academy : — “ This  picture  supplies  a perfect  mine  for  studies  of  costume, 
furniture  and  utensils.” 

Kugler  (Head),  ‘ Handbook , etc'  i.  281. 

Hazlitt , ‘ Criticisms  on  Art',  Appendix,  lvi. 

Champ  tin,  1 Cyclopedia,  etc.'  iv.  219. 

Bought  by  the  first  Duke  of  Wellington,  and  sent  oi'er  from  Paris,  1818,  by  M.  F’ereol 
Bonnemaison. 

Exhibited — British  Institution,  1821  and  1831,  when  it  was  called  “The  Effects  of  Intemperance.” 
,,  ,,  1845,  when  it  was  called  “Jan  Steen’s  Family.” 

Royal  Academy  (Old  Masters),  1886,  when  it  was  called  “An  Interior.” 
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DAVID  TENIERS,  1610-1694. 


BOERS  SMOKING. 


Panel . 12’  x 9 in. 


An  interior.  In  the  centre  is  half  a barrel,  forming  a table,  at  which  two 
men  are  sitting.  One,  dressed  in  grey,  and  with  lanky  fair  hair,  sits  on  a 
bench  to  the  right  of  it.  In  his  left  hand  is  a tall  glass  of  liquor,  and  in  his 
right  a pipe.  He  is  puffing  smoke  from  his  lips.  On  the  further  side  of  the 
barrel  sits  a man  in  a black  cap  and  dark  clothes.  On  the  barrel  are  a brazier 
and  a packet  of  tobacco.  To  the  left  is  a man  facing  the  wall.  In  the  left 
foreground  is  an  earthenware  pitcher. 


“ ORIGICH  DAVID  TENIERS 
l6l.” 


is  painted  on  the  back  of  the  panel. 


red  seal  and  other  marks  at  the  back. 


There  are  also  a much  worn 


This  picture  (captured  at  Vitoria)  is  one  of  a pair  of  paintings  by  Teniers  of  the 
same  subject,  with  the  same  number  and  of  similar  dimensions,  mentioned  in  a MS. 
Inventory  of  1772*  as  then  forming  part  of  the  Royal  Spanish  Collections,  whence  it 
has  since  disappeared.  In  the  Inventory  referred  to,  the  pictures  are  entered  as  “ 160, 
1 61.  Smokers,”  and  as  then  hanging  in  the  “Green  Cabinet  Room”  in  the  Royal  Palace, 
Madrid. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1772. 

Captured  at  Vitoria,  1S13.  See  Introduction. 


* In  the  Royal  Palace  Archives,  Madrid. 
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16  DAVID  TENIERS,  1610-1694. 

A VILLAGE  SCENE. 

Panel.  9 ! x 13.J  in. 

On  the  left  a cottage.  In  the  centre  the  wooden  fence  of  a yard,  behind 
which  are  trees.  In  front  of  the  fence,  and  near  the  cottage  door,  in  which 
stands  a woman,  is  a group  of  four  peasants  dancing  in  a circle.  Two  women, 
one  with  a child,  sit  watching  at  the  foot  of  the  cottage  wall.  In  the  left  fore- 
ground is  a man  playing  the  bagpipes,  and  two  other  men.  Two  men  close  to 
the  fence,  right  centre,  also  look  on  at  the  dancing.  A man  and  a woman, 
the  latter  in  a red  bodice,  are  sitting  on  a bench,  right  centre  foreground,  and 
conversing.  In  the  centre  foreground  is  a small  dog.  In  right  foreground  are 
a small  shanty,  a pig,  a tub,  utensils,  etc.  Through  the  yard-gate,  right  centre, 
a village,  with  church,  is  seen  in  the  far  distance.  In  the  left  foreground  is 
the  end  of  a bench  on  which  is  an  earthenware  jug.  The  sky  is  blue,  with 
white  clouds. 

Signed  “ D.  Teniers,”  in  the  left  centre  foreground. 

Captured  at  Vitoria,  1813.  See  Introduction. 


196  JAN  GRIFFIER  (Old  Griffier),  1645-1718. 

VIEW  ON  THE  RHINE. 

Canvas.  i7§  x 14!  in. 

On  a rocky  hill,  in  the  right  middle  distance,  stands  a castle  or  prison 
overlooking  the  Rhine.  Rough  stone  steps  lead  up  to  the  entrance  in  a 
tower.  At  the  base  of  the  hill  are  several  buildings,  from  one  of  which  a two- 
arched  bridge  spans  the  river  at  its  narrowest  point.  In  the  water,  on  this 
side  of  the  bridge,  are  several  vessels.  Beyond  the  bridge  is  seen  the  opposite 
shore  studded  with  buildings.  From  the  castle,  right,  a road  descends  to  a 
thatched  shed,  through  an  aperture  in  which  two  figures  are  seen,  right  fore- 
ground. Two  other  figures  are  outside  the  shed,  and  a wheel  leans  against 
one  of  its  walls,  right.  In  the  centre  foreground  are  two  figures  sitting  on 
the  ground.  In  the  left  foreground  are  rocks  and  bushes,  from  which  a tree 
rises.  The  sky  is  blue  and  slightly  clouded. 

“409”  is  painted  in  white  in  the  right  lower  corner. 

Collection — Royal  Spanish. 

Captured  at  Vitoria,  1813.  See  Introduction. 
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209  BARTHOLOMEUS  BREENBERGH,  1599  or  1G00-1G63. 

LANDSCAPE,  WITH  RUINS  AND  FIGURES. 

Copper.  i2§  x i6f  in. 

To  the  right  is  the  lofty  ruin  of  an  ancient  building,  in  which  is  a perfect 
arched  doorway.  At  its  base,  and  between  it  and  a river  which  crosses  the 
picture,  are  a clump  of  trees  and  bushes.  In  the  right  foreground  is  a donkey, 
on  the  further  side  of  which  stands  a woman  with  an  infant  in  her  arms.  She 
is  talking  to  a man  who  stands  on  this  side  of  the  donkey,  with  a stick  in 
his  left  hand  and  his  right  extended  towards  her.  In  front  of  this  group  a 
man  in  a blue  cap  is  driving  cattle  and  goats  towards  the  river,  near  which  a 
man  is  leading  a white  horse,  and  in  which  two  figures  are  seen.  On  the 
further  side  of  the  river  the  bank  rises  abruptly,  and  is  in  parts  bushy.  In 
the  left  foreground,  which  is  in  dark  shadow,  is  a tree.  The  sky  is  blue 
and  clear. 

“ 82  ” is  painted  in  white  in  the  left  lower  corner. 

Collection — Royal  Spanish. 

Captured  at  Vitoria,  1813.  See  Introduction'. 


23  E.  KNIBERGGEN,  about  1G30. 

LANDSCAPE,  WITH  DEER. 

Panel.  17  x 23  in. 

On  the  right  a wood  ; on  the  left  a river,  fed  by  a lake  above  in  the  middle 
distance.  A stag  is  drinking  from  the  river.  In  front  of  the  wood  are  groups  of 
deer.  The  sky  is  blue  and  cloudy. 

Signed  “ F.  Kniberggen”  in  the  right  lower  corner. 

o C>o  o 

“107”  is  painted  in  white  in  the  left  lower  corner. 


Collection — Royal  Spanish. 

Captured  at  Vitoria,  1813.  See  Introduction. 
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148  ABRAHAM  STORK,  about  1630-about  1710. 

SHIPS  IN  A RIVER. 

Canvas.  i2§  x 17-}  in. 

In  the  foreground  is  the  shore  of  a river  or  bay.  Off  the  shore,  right,  is 
a three-masted  Dutch  man-of-war  of  the  olden  time,  with  her  ensign  flying  at 
the  stern.  The  men  on  board  are  hoisting  the  sails.  In  the  water  at  the 
stern  is  a small  row  boat,  and  two  sailing  vessels  are  seen  in  the  distance, 
right.  Beyond  the  row  boat  is  another  sailing  vessel,  beyond  which  the 
opposite  shore  with  a church,  etc.,  is  seen.  Off  the  shore,  left,  is  a large 
single-masted  sailing  barge,  with  a personage  of  importance  on  board,  making 
for  the  man-of-war.  The  stern  is  richly  ornamented  with  gilding,  and  bears  a 
coat-of-arms.  The  Dutch  ensign  droops  from  the  flag-staff  over  the  stern  of  the 
ship,  where  a man,  in  a blue  uniform  with  red  facings,  is  blowing  a trumpet 
to  hail  the  war-ship.  In  front  of  him  sits  a woman  in  a red  gown,  and  near 
her  are  two  men.  Sailors  in  the  bows  are  hauling  up  a sail.  Beyond  the 
stern  a sailing  vessel  is  approaching,  and  the  two  masts  and  sails  of  another 
are  seen  behind  her.  The  water  is  calm,  and  the  sky  is  blue  and  slightly 
clouded. 

Signed  “ A.  Stork  ” on  a broken  fence  in  the  right  foreground. 

“328”  is  painted  in  white  in  the  right  lower  corner. 

Colkctiofi — Royal  Spanish. 

Captured  at  Vitoria , 18x3.  See  Introduction. 


81  DAVID  TENIERS,  1610-1694. 

LANDSCAPE,  WITH  SHEPHERDS. 

Canvas.  2 of  X 34b  in. 

This  picture  represents  a river  flowing  from  the  left  foreground  to  the  far 
distance,  centre.  In  the  right  foreground,  at  the  foot  of  a wooded  rock,  on 
rising  ground  overlooking  the  river  and  in  bright  light,  stands  a shepherd  in 
red  cap  and  blue  shirt,  leaning  on  his  stick.  He  is  talking  to  another  sitting 
on  the  ground,  his  dog  lying  on  his  knees.  Close  by  are  two  cows  and 
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sheep.  Below,  on  the  bank  of  the  river,  left  centre,  are  more  sheep,  and  a 
shepherd  and  dog.  In  the  left  foreground  the  river  bank  is  bushy.  On  the 

further  bank  of  the  river,  left  centre  middle  distance,  is  a stone  castle  with 
two  turrets,  and  stone  balcony  projecting  towards  the  water.  Behind  it  the 
ground  rises  somewhat  precipitously,  and  at  the  summit,  left  far  distance,  is 
another  and  larger  castle  with  square  towers,  etc.  Beneath,  and  between  it 
and  the  river,  are  other  buildings  partially  concealed  by  trees.  The  far  bank 
of  the  river,  left,  is  flat  and  wooded.  Beyond  the  lower  castle  the  bank  is 

flat  and  bushy,  and  above  it  a range  of  hills,  in  shadow,  extends  to  the  far 

distance.  There  are  birds  in  the  air,  and  the  sky  is  blue  and  cloudy. 

“ 893  ” is  painted  in  red  in  the  left  lower  corner. 

This  picture  (captured  at  Vitoria)  is  the  painting  by  Teniers  of  the  same  subject, 
with  the  same  number  and  of  similar  dimensions,  mentioned  in  a MS.  Inventor)-  of 
1772  as  then  forming  part  of  the  Royal  Spanish  Collections,  whence  it  has  since  dis- 
appeared. In  the  Inventory  referred  to,  the  picture  is  entered  as  “ S93.  Landscape  and 

cottage,  with  shepherds  and  cattle,”  and  as  then  hanging  in  the  “ Apartment  of  the 

Infante  Don  Xavier”  in  the  Royal  Palace,  Madrid. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1772. 

Captured  at  Vitoria,  1813.  Sec  Introduction. 


79  DAVID  TENIERS,  1610-1694. 

VIEW  OF  A CHATEAU. 

Canvas.  3 1 1 x 65  ^ in. 

In  the  left  centre  stands  a grey  stone  turreted  chateau.  At  its  base  is 
a moat,  which,  passing  under  a broad  bridge,  centre,  which  leads  to  the  gateway 
of  some  farm  buildings,  emerges  again,  right,  at  the  base  of  two  large  buildings. 
Coming  out  of  the  gateway,  to  left  of  which  wood  is  stacked,  are  a woman 
and  child.  In  front  of  the  gate,  centre,  is  a man  in  a red  shirt,  with  a small 
dog.  Behind  him  are  three  cows  and  two  pigs.  Trees  in  the  left  foreground, 
and  beyond  the  moat,  left,  are  gardens  and  trees. 

Signed  “ D.  T.  f.”  on  a stone  in  the  right  lower  corner. 

Captured  at  Vitoria,  1S13.  See  Introduction. 


* In  the  Royal  Palace  Archives,  Madrid. 
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36  DAVID  TENIERS,  1610-1694. 

A LIME-KILN,  WITH  FIGURES. 

Canvas.  22J  X 33  J in. 

A kiln  in  the  centre,  with  four  figures  on  the  top.  A group  of  five  figures 
conversing,  and  three  others  at  work,  in  the  foreground  ; also  a man,  carrying  a 
basket,  coming  out  of  the  kiln,  left  centre.  Trees,  buildings,  and  one  figure  on  the 
left  ; a cart  and  poultry  on  the  right.  Cattle  and  buildings  in  the  right  middle 
distance,  and  a town  in  the  right  far  distance.  The  sky  is  blue  and  cloudy. 

Signed  “ D.  Teniers,”  on  a stone,  in  the  right  lower  corner. 

Captured  at  Vitoria,  1813.  See  Introduction. 


60  NICOLAS  MAES,  1632-1693. 

THE  LISTENER. 

Canvas.  23!  x 25I  in. 

Companion  picture  to  No.  63.  An  interior.  To  the  left,  on  a dais,  is  a 
straight-backed  arm-chair,  with  a desk,  on  which  is  an  open  book,  in  front  of 
it.  Above  the  chair,  on  the  wall,  is  a map  or  plan.  To  the  right  of  the 
chair,  left  centre,  a few  steps  with  a single  banister,  at  the  foot  of  which  is 
a circular  straw  mat,  lead  up  to  a room  beyond,  the  door  of  which  is  open. 
At  the  far  end  of  this  inner  room  are  some  shelves,  containing  books,  on  the 
wall ; below  one  of  them  hang  some  papers  on  which  the  following  is  written  : — 
“ N.  MAES.  F.”  Below  this,  on  a shelf  or  table,  are  an  inkstand  and  an  open 
book,  and  a paper  to  which  two  seals  are  attached.  A young  girl  is  descending 
the  steps.  Her  hair,  which  is  dark,  is  drawn  off  her  forehead,  which  is  high. 
Her  features  are  coarse.  She  is  dressed  in  a black  jacket  trimmed  with  white 
fur,  a red  skirt  and  red  slippers.  Over  her  jacket  and  skirt  are  a white  linen 
mantle  and  apron.  At  her  right  side  is  a chatelaine.  She  has  a string  of 
pearls  round  her  right  wrist.  Her  left  hand  rests  on  the  ball  of  the  banister, 
and  she  is  descending  cautiously,  so  as  not  to  be  heard.  Her  right  hand,  with 
forefinger  extended,  is  raised  to  her  lips,  indicative  of  silence,  and  she  is  listening 
with  an  amused  expression  at  the  love-making  of  a man  and  woman  who  are 
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seen  embracing  at  the  far  end  of  a room  beyond,  right,  close  to  a window, 
through  which  a windmill  in  the  far  distance  is  seen.  In  this  room  are  a 
cradle  and  table.  The  floor  of  the  first  room  is  of  black  and  white  marble 
squares,  and  a broom  leans  against  the  side  of  the  open  door,  right,  leading  to 
the  room  where  the  love-making  is  going  on. 

T N 

Signed  maes,  under  a shelf,  near  left  centre. 

Catalogue  of  the  Le  Rouge  Sale,  Paris,  April  181S  : — " ....  cc  morceau  qui,  par 
sa  qualite  est  digne  du  pinceau  de  Rembrandt,  dont  cet  habile  peintre  eat  l’efcve." 

Smith,  ‘ Catalogue  Raisonne,  etc.,'  iv.  245,  par.  8. 

Meuwenhuys , ‘A  Review,  etc.,’  289 “ I have  at  various  times  possessed  several  of 
the  finest  works  of  this  master,  and  have  also  seen  some  in  my  father’s  possession,  two 

of  which  now  adorn  the  collection  at  Apsley  House The  other,  which  is  the 

companion  picture  [see  No.  63],  represents  a lady  descen  liog  .1  flight  of  stairs  to  surprise 
a young  man  who  is  kissing  a servant  girl  in  the  room  below.  These  two  pictures 
formerl)  adorned  the  cabinet  ot  the  Burgomaster  Baeleroan  S senwegen,  at  Louvain. 
After  his  death  they  were  bought  by  my  father  on  the  2nd  September,  1S16,  anil  were 
subsequently  sold  at  M.  Le  Rouges  sale  in  Pans  the  17th  April,  1818,  when  they  were 
purchased  by  the  late  M.  Fercol  Bonn  for  His  Grace  the  Duke  of  Wellington." 

Hazlitt,  ‘ Criticisms  on  Art,’  Appendix  lvi. 

Bryan,  '■Dictionary,  etc.'  (iSSq),  ii.  93. 

'■Times,  January  7,  1SS8,  reporting  on  the  Exhibition  of  Ancient  Masters  at  the 
Royal  Academy:  " I he  Listener  is  almost  as  good  as  those  two  perfect  examples,  the 

National  Gallery  picture  and  that  at  Buckingham  Palace.’’ 

‘ Athenceum,'  January  7,  18SS. 

‘ Atkenieum,  February  ir,  1S88,  reporting  on  the  Exhibition  of  Ancient  Masters 
at  the  Royal  Academy: — “ 1 hat  lie  [Maes]  was  a master  of  the  expression  is  proved  by 
the  rare  vivacity  ot  the  figure  of  the  girl,  who,  lingering  on  one  foot  at  the  lowest  step 
of  a flight  of  stairs  in  a Dutch  house,  which  is  a treasury  of  lights  and  shadows  of  the 
richest  tones  and  colours,  stands  listening  behind  a door  with  a finger  on  her  lip.” 

National  Gallery  Catalogue,  1892,  279: — "Harmonies  of  red  and  black  prevail  in 
these  works;  sometimes  pervading  the  picture  in  subdued  tones:  sometimes  brought  out 
in  full  contrasting  force  against  white.  The  smaller  pictures  by  Maes  in  this  Gallery, 
and  1 he  Listener  in  the  Duke  ot  Wellington’s  collection  are  among  the  finest  examples 
of  the  former  mode  of  treatment.” 


Collections — Burgomaster  Baelemans  de  Steenwegen,  1S16. 

M,  Le  Rouge,  1818. 

Bought  for  the  first  Duke  of  Wellington  at  the  Le  Rouge  Sale,  Paris,  April  1818  ( lot  29),  by 
M.  Fereol  Bonnemaison  for  1600  frs. — ^64. 

Exhibited  British  Institution,  1S21,  when  it  was  called  "A  Woman  Listening.” 

Royal  Academy  (Old  Masters),  18SS. 
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34  DAVID  TENIERS,  1610-1694. 

A FLEMISH  VILLAGE  FESTIVAL. 

Canvas , 32 J x 45f  in. 

A village.  In  the  left  centre  a tree,  behind  which  is  a thatched  cottage. 
A woman  is  looking  out  of  a window,  under  the  gable,  at  a group  of  peasants 
standing  in  front  of  and  near  the  tree.  To  the  left  of  this  group  stands  a 
man  in  a blue  jacket,  white  cap  and  white  apron.  In  his  hand  is  a mug,  and 
he  is  apparently  drinking  the  health  of  the  winner  of  a game,  who  is  holding 
the  prize  in  his  hand.  To  the  right  of  this  group,  and  more  to  the  front, 
stands  a man  leaning  on  a staff  and  facing  right.  He  wears  a blue  cap  with 
a fur  border,  buff-coloured  jacket  and  blue  trousers ; a clay  pipe  is  stuck  in 
his  girdle,  from  which  hangs  his  knife.  To  the  right  are  two  cottages,  in  front 
of  which  some  girls  are  running  a race.  The  goal,  beyond  which  two  men  are 
standing,  is  a few  yards  in  front  of  them.  Two  gentlemen  stand  in  front  of 
the  nearest  cottage,  watching  the  race.  In  the  right  foreground  are  a barrel, 
on  which  is  a bottle  containing  liquor,  etc.,  a wooden  tub  containing  cabbages, 

an  overturned  wheelbarrow,  etc.  etc.  To  the  left  of  and  beyond  the  centre 

cottage  is  a church,  and  through  the  churchyard  gate  a man  is  coming,  carry- 
ing a dish.  To  the  left  is  a public-house,  with  the  sign  of  the  Magpie.  In 
front  of  the  tavern  is  a bench,  with  a cask  on  end  in  front  of  it.  A man  in 
a blue  jacket  is  sitting  on  the  bench,  with  his  right  arm  resting  on  the  cask  ; 
in  his  left  hand  he  is  holding  a glass  of  beer.  In  front  of  the  cask,  and  to 
the  left,  a man  in  his  shirt  sleeves  is  sitting  on  a piece  of  wood,  filling  his 
pipe.  Behind  this  figure  is  a man  seated  on  a barrel-seat,  waving  a red  cap  ; 
beyond  him  are  two  other  men  (one  with  a pipe  in  his  hand)  in  lively  con- 
versation. At  the  end  of  the  bench  two  men  are  conversing.  In  the  centre 

foreground  is  a dog.  In  the  left  foreground  is  a grey  and  blue  pitcher.  The 
sky  is  blue  and  cloudy. 

Signed  “ david  teniers  fc,”  below  a white  cloth,  in  right  centre  foreground. 

“ 894  ” is  painted  in  pale  pink,  left  centre  foreground. 

In  a letter  to  Lady  Burghersh,  dated  Brussels,  October  12,  1840,  M.  Nieuwenhuys 
sends  a sketch  of  this  picture,  and  says : — “ Le  tableau  est  un  des  plus  beaux  ouvrages 
de  ce  grand  maitre ; il  fit  partie  autrefois  de  la  Galerie  des  Rois  d’Espagne,  ou  il  resta 

jusqu’h  la  premiere  invasion  frangaise  dans  ce  pays Le  dernier  prix  de  ce 

tableau  est  de  rnille  livres  sterling,  soit  25,000  francs.” 

This  picture  should  have  had  a red  instead  of  a black  number,  as  it  was  not  captured 
at  Vitoria  (see  above).  The  correction  has  not,  however,  been  made  in  this  catalogue, 
as  no  alteration  is  permissible  in  the  Heirloom  List. 
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Smith , 1 Catalogue  Raisonne , etc.,'  iii.  395,  par.  510. 

Smith,  * Catalogue  Raisonne,  etc.,'  ix.  468,  par.  198. 

‘ Times,'  January  7,  1886. 

‘ Athenceum'  January  30,  1886,  reporting  on  the  Exhibition  of  Ancient  Masters 
at  the  Royal  Academy : — “ It  is  a remarkable  work.  ....  This  is  a rich  display 
of  humour  and  character,  full  of  incident,  motion  and  spirit." 

Champlin,  * Cyclopcedia,  etc.,’  iv.  258. 

Collections — Royal  Spanish.  See  above. 

Thomas  Emmerson  Esq.,  1829.  370  guineas. 

Bought  for  the  first  Duke  of  Wellington,  1840,  by  Lord  Burghers h,  at  Brussels,  for  25,000  frs. * 

^1000. 

Exhibited—  British  Institution,  1841,  when  it  was  called  “A  Village  Fete." 

Royal  Academy  (Old  Masters),  1886,  when  it  was  called  “A  Village  Fete." 


63  NICHOLAS  MAES,  1G32-1G93. 

A MILKWOMAN. 

Canvas.  23  x 25  i in. 

Companion  picture  to  No.  60.  A street.  To  the  right  a cottage.  A 
wooden  porch  is  over  the  door,  the  upper  halt  of  which  is  open  and  the 
lower  half  closed.  Leaning  over  the  latter  is  an  old  woman,  standing  within 
the  cottage.  She  wears  a white  bonnet  and  red  cloak.  She  is  paying  a 
milkmaid  for  the  milk  she  has  bought,  which  is  seen  in  an  earthenware 
vessel  on  the  ground.  The  girl  is  dark,  and  wears  a broad-brimmed  straw 
hat.  Round  her  neck  is  a double  row  of  coral  beads.  She  wears  a white 
shirt,  and  over  it  a sleeveless  red  bodice,  with  straps  of  the  same  material  over 
her  shoulders.  In  front,  across  her  waist,  she  carries  a large  black  leather 
pouch.  Her  skirt  is  blue  ; she  wears  black  shoes  and  no  stockings.  She  looks 
down,  counting  the  money  she  is  receiving.  On  the  ground  to  her  right  is 
one  of  her  large  brass  milk-cans,  and  the  other  is  just  seen  on  the  other  side. 
Behind  the  girl,  to  the  left,  stands  a little  boy,  waiting  to  buy  milk.  His 
light  hair  is  cut  short  across  his  forehead.  He  holds  the  forefinger  of  his 
right  hand  up  to  his  mouth,  and  in  his  left  hand  carries  an  empty  jug. 
On  the  opposite  side  of  the  street,  left,  are  a tree,  a figure,  and  houses.  The 
far  end  of  the  street,  at  a lower  level,  is  crossed  by  buildings,  through  an  arch- 
way in  which  a second  arch  can  be  seen  in  the  far  distance.  In  the  middle 
distance  is  a figure. 

o 

Signed  “ N.  Maes”  in  the  left  lower  corner. 
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Catalogue  of  the  Le  Rouge  Sale , Paris , April  1818  : — “ . . . . ce  tableau  qui  est 
de  la  meilleure  qualite  du  maltre.  Les  ouvrages  prdcieux  de  cet  excellent  artiste  se 
distinguent  par  une  surprenante  harmonie  de  ton  et  de  clair  obscur.” 

Smith , ‘ Catalogue  Raisonn'e,  etc.]  iv.  245,  par.  9. 

Nieuwenhuys,  ‘A  Review , etc.'  289: — ‘‘I  have  at  various  times  possessed  several  of 
the  finest  works  of  this  master,  and  have  also  seen  some  in  my  father’s  possession,  two 
of  which  now  adorn  the  collection  at  Apsley  House.  One  of  them  represents  the 
exterior  of  a house,  where  a milkmaid  is  receiving  money  from  an  old  woman,  while  a 
boy  is  waiting  to  be  served.  This  excellent  picture  is  pleasingly  composed,  and  is 
painted  on  canvas,  in  height  23!  by  25^  inches;  the  other,  which  is  the  companion 
picture  to  it  . . . . [See  No.  60.]  These  two  pictures  formerly  adorned  the  cabinet 
of  the  Burgomaster  Baelemans  de  Steenwegen,  at  Louvain.  After  his  death  they  were 
bought  by  my  father,  on  the  2nd  September,  1816,  and  were  subsequently  sold  at 
M.  Le  Rouge’s  sale  in  Paris,  the  17th  April,  1818,  when  they  were  purchased  by  the 
late  M.  Fe'reol  Bonnemaison  for  His  Grace  the  Duke  of  Wellington.” 

Hazlitt. , ‘ Criticisms  on  Art',  Appendix,  Ivi. 

Bryan , 1 Dictionary,  etc l (1889),  ii.  93. 

‘ Times]  January  7,  1888. 

‘ Athenaeum]  February  11,  1888,  reporting  on  the  Exhibition  of  Ancient  Masters  at 
the  Royal  Academy  : — “ Two  admirable  genre  pictures  by  Maes  ....  The  scene  is 
the  door  of  a house  in  a Dutch  street,  where,  leaning  over  the  wicket,  is  an  old 
woman  so  like  the  life  that  her  very  hands  seem  to  tremble  while  she  puts  coin  into 
the  palm  of  a strapping  girl.  ...” 

Collections — Burgomaster  Baelemans  de  Steenwegen,  18x6,  Nieuwenhuys. 

M.  le  Rouge,  1818. 

Bought  for  the  first  Duke  of  Wellington  at  M.  Le  Rouge’s  Sale,  Paris,  April  181S  ( lot  30),  by 
M.  Fereol  Bo?memaison,  for  885  frs. — about  ^36. 

Exhibited — British  Institution,  1821,  when  it  was  called  “A  Woman  Selling  Milk.” 

,,  Royal  Academy  (Old  Masters),  1888. 


9 PIETER  DE  HOOCH,  about  1632-1681. 

A CONVERSATION. 

Canvas . 2 of  x 24J  in. 

An  interior.  On  the  left  an  open  window.  Beneath  it  a toilet  table 
covered  with  a scarlet  patterned  cloth.  On  the  table  are  a looking  glass,  a box, 
brush,  etc.  At  the  table  is  seated  a fair-haired  lady,  facing  front ; she  wears 
light  curls,  and  is  dressed  in  a blue  embroidered  gown,  over  which  is  a red 
cloak  trimmed  with  white  fur.  A row  of  pearls  is  round  her  neck  ; her  right 
hand  is  raised  to  her  chest,  the  other  resting  on  her  left  leg;  she  is  talking, 
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with  turned  head,  to  a gentleman  standing  behind  her  to  the  right.  He  wears 
a buff  coat  with  embroidered  sleeves  and  sword-belt,  a full-bottomed  wie,  white 
tie,  and  red  girdle.  His  right  hand  rests  on  the  lady’s  shoulder,  and  in  his 
left  he  carries  his  hat.  On  the  wall  behind  the  gentleman,  and  to  the  right, 
is  an  open  door  through  which  is  seen  a landscape  with  water.  On  the  wall 
behind  the  two  figures  hangs  a gold-framed  picture  almost  entirely  concealed 
by  a curtain.  On  the  right  is  a bed  with  curtains,  a chair,  and  a dog. 

Signed  “ P.  D.  Hooch,”  on  the  rail  of  a table,  in  the  left  lower  corner. 

Hazlitt , 1 Criticisms  on  Art,’  Appendix,  lvi. 

* A thence  um,’  June  26,  1852. 

National  Gallery  Catalogue,  1892,  231  : — “ Hooch’s  works,  though  often  signed, 
are  not  always  dated,  but  a difference  in  technical  treatment  is  observable  amongst 
them,  and  the  costume  introduced  helps  in  determining  the  relative  period  of  their  pro- 
duction. rl  hus,  for  instance,  in  such  comparatively  large  pictures  as  the  two  patrician 
Interiors,  the  one  in  the  Steengracht  collection  at  the  Hague,  the  other  in  Apsley 
House,  may  be  seen  the  work  of  the  painter’s  late  years.” 

Bryan,  '■Dictionary,  etc.’  (1886),  i.  370. 

A picture,  the  description  of  which  is  identical  with  the  above,  was  sold  in  the 
Muilman  Collection,  Amsterdam,  1813,  for  201  fls. 

Captured  at  Vitoria,  1813.  See  Introduction. 

Exhibited — British  Institution,  1821  and  1852,  when  it  was  called  “A  Lady  at  her  Toilette.” 

„ Guildhall,  1892. 


DAVID  TENIERS,  1610-1694. 

A VILLAGE  MERRY-MAKING  AT  A COUNTRY  ALE-HOUSE. 

Copper.  6’-  X in. 

On  the  left  a cottage,  with  a low  wooden  gateway  into  a yard,  through 
which  a figure  is  passing.  From  a small  upper  window  protrudes  a flag-staff 
with  a long  pink  streamer.  A wooden  fence  separates  this  cottage  from 
another  that  is  seen  beyond.  To  the  right  of  the  fence  a tree,  and  in  front 
of  it  a long  table,  on  both  sides  of  which  peasants,  men  and  women,  are  seated, 
one  of  the  men  having  his  arm  round  a woman’s  neck.  At  the  end  of  the 
fence,  in  front  of  the  tree,  a man  is  standing  playing  the  fiddle  ; to  the  right, 
and  in  front  of  him,  another  man  stands  on  a barrel,  playing  the  bagpipes.  To 
their  music,  two  peasants,  a man  and  a woman,  are  dancing  near  the  yard  gate. 
Two  peasants  watch  them,  and  in  front  of  these,  four  others  are  conversing,  left 
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foreground.  There  is  a pitcher  on  the  ground  near  the  table,  and  another  in 
front  of  the  musician’s  barrel.  Between  these  is  a long  bench,  on  which  are 
seated  a man  and  woman,  to  whose  conversation  another  man,  who  has  his 
left  hand  on  the  woman’s  shoulder,  is  listening.  In  front  of  them  is  a dog. 
In  the  risfht  foreground  is  the  trunk  of  a withered  tree,  in  front  of  which  are 
a bench  and  a cask.  With  his  back  to  the  cask  a man  sits  on  the  ground, 
drunk,  and  a woman  is  leaning  down  endeavouring  to  arouse  him.  Beyond  the 
cask  are  three  figures.  In  the  right  middle  distance  are  more  cottages,  three 
figures,  a dog  and  trees.  In  the  right  far  distance  is  a church  in  the  midst 
of  trees.  Two  magpies  are  dying  in  the  air,  right.  The  sky  is  blue. 

Signed  “ D.  Teniers  fee.  1655”  in  the  right  lower  corner. 

A red  seal,  with  a coat-of  arms  and  coronet,  is  on  the  back. 


Catalogue  of  the  Lapeyriere  Sale,  Paris , April  1817: — “Un  charmant  petit  tableau 
repre'sentant  prhs  de  quelques  chaumieres  une  fete  de  village.  On  remarque  d’abord  un 
homme  et  une  femme  dansant  au  son  de  la  musette  d’un  vieux  mdnetrier  monte  sur  un 
tonneau,  et  accompagne  d’un  joueur  de  violon ; pres  d’eux,  sur  un  petit  banc,  un 
homme  et  une  femme  sont  interrompus  dans  leur  conversation  par  un  autre  qui  vient 
les  dcouter.  Le  fond,  de  ce  cote,  est  occupd  par  une  longue  table  oil  sont  re'unis 
differens  personnages.  Sur  le  premier  plan,  a gauche,  on  voit  un  groupe  de  quatre 
homines,  dont  un  tient  encore  le  pot  h bifere,  et  cause  avec  les  trois  autres ; et  du  cote 
oppose  une  femme  reveillant  son  mari.  N ombre  d’accessoires  ornent  ce  joli  tableau  qui 
est  enrichi  par  un  fond  de  paysage.  II  est  peint  dans  un  ton  clair  et  argentin,  et  d’une 
excellente  qualite'.” 

Smith , ‘ Catalogue  Raisonne,  etc. I iii.  314,  par.  199. 

Waagen,  '■Art  and  Artists, ’ ii.  299. 

Hazlitt,  ‘ Criticisms  on  Art,'  Appendix,  lvi. 

Waagen,  ‘ Treasures ,’  ii.  274. 

‘ Athenaeum ,’  February  8,  1890,  reporting  on  the  Exhibition  of  Ancient  Masters  at 
the  Royal  Academy : — “ ....  It  contains,  on  a panel  less  than  8 inches  in  its 
larger  measurement,  a complex  design  involving  some  thirty  figures,  and  many  incidents 
depicted  with  wonderful  spirit.  Although  none  of  the  figures  is  more  than  x\  inch  high, 
each  of  them  is  crisp  and  firm  in  touch,  as  bright  and  clear  in  colour,  and  as  perfect  in 
proportion  as  in  the  pictures  ....  at  Buckingham  Palace  and  at  the  Hermitage. 
....  The  five  men  gossiping  on  our  left  are  worthy  of  the  master’s  best  time  in 
design,  and  have  seldom  been  surpassed,  even  by  him  n the  exhaustive  research  with 
which  they  are  painted,  and  the  spontaneity  of  their  attitudes,  with  which  their  faces 
agree  in  a truly  wonderful  manner.  The  whole  company  seems  in  motion  ; and  there 

is  not  a figure  without  a motive This  extraordinary  feat  of  design  is  dated 

1 65  5 , when  David  Teniers  II.  was  nearly  forty-five  years  of  age This  work  was 

sold  with  the  collection  of  M.  Randon  de  Boisset  (renowned  for  his  Tenierses)  in  1777, 
for  ^80,  with  that  of  M.  Destouches  in  1794,  for  an  unrecorded  price;  three  years 
later  M.  Wautier,  of  Brussels,  sold  it  for  ^160;  M.  Solirhne  sold  it  in  1812,  for  jfxoo, 
and  M.  Lapeyriere  sold  it  to  M.  Bonnemaison  in  1817,  for  ^222.” 
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Collections — M.  Randon  de  Boisset,  1777.  2011  frs. 

M.  Destouches,  1794. 

M.  Wautier,  1797.  4000  frs. 

M.  Solirbne,  1812.  2501  frs. 

M.  Lapeyribre,  1817. 

Bought  for  the  first  Duke  of  Wellington  at  the  Lapeyri'ere  Sale,  Paris,  April  1817  (lot  58),  by 
M.  Fereol  Bontiemaison,  5550  frs. — £2 2 2. 

Exhibited — British  Institution,  1818,  when  it  was  called  “A  Village  Feast.” 

Royal  Academy  (Old  Masters),  1890,  when  it  was  called  “A  Merry-Making.” 


41  JOHANNES  LINGELBACH,  1G25-1687,  and  JAN  WIJNANTS, 
probably  about  1 G 1 5 — date  of  death  unknown,  but  not  before  1G79. 

LANDSCAPE,  WITH  TRAVELLERS  RESTING. 

Panel.  7 1 x 9I  in. 

Companion  picture  to  No.  37.  In  the  left  centre  a hillock,  sloping  down 
on  the  right  to  a stream  which  runs  round  its  base.  On  the  hillock  is  the 
trunk  of  a withered  tree,  with  a smaller  pollarded  tree  beyond,  right.  A rough 
wooden  fence  runs  across  them.  In  the  centre  foreground  are  two  men  at  the 
base  of  the  hillock,  one  lying  and  the  other  sitting  on  the  ground.  In  front 
of  them,  left  centre,  is  a white  horse,  on  which  are  a man  and  a woman,  a 
dog  is  looking  up  at  them,  left  foreground.  Disappearing  over  the  crest  of 
the  hill,  is  a man  riding  a donkey.  In  the  right  middle  distance  is  a village 
surrounded  by  trees,  and  in  the  right  far  distance  are  mountains.  The  sky  is 
blue  and  cloudy. 

Signed  “ BA’  in  the  right  lower  corner. 

Catalogue  of  the  Le  Rouge  Sale,  Paris , April  181S: — “ . . . . ce  tableau  de  la 
plus  rare  qualite  est  d’un  fini  pnlcieux.” 

Collection — M.  Le  Rouge,  1S18. 

Bought  for  the  first  Duke  of  Wellington  at  the  Le  Rouge  Sale,  Paris,  April  1S18  (lot  71),  by 
M.  Fereol  Bontiemaison. 
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37  JOHANNES  LINGELBACH,  1625-1687,  and  JAN  WIJNANTS, 
probably  about  1615 — date  of  death  unknown,  but  not  before  1679. 

LANDSCAPE,  WITH  TRAVELLERS  RESTING. 

Panel.  7 A x 9§  in. 

Companion  picture  to  No.  41.  In  the  centre  foreground  a white  horse 
stands  across  the  picture,  head  to  the  right.  He  is  attached  to  a plough,  in 
front  of  which  is  a dog.  On  the  far  side  of  the  horse  stands  a man  with  a 

red  cap.  He  is  talking  to  two  men  and  a woman  sitting  on  the  ground,  right. 

A bank  rises  behind  these  figures,  and  on  it  are  two  withered  trees  and  a 
fence.  In  the  left  middle  distance  is  a valley  studded  with  trees,  beyond  which 
is  a mountain  in  the  centre  far  distance.  The  sky  is  blue  and  cloudy. 

Catalogue  of  the  Le  Rouge  Sale , Paris , April  1818  “ . . . . ce  joli  tableau  que 

nous  ne  craignons  pas  d’indiquer  comme  un  morceau  de  choix  par  le  charme  de  sa 

composition  et  la  perfection  de  la  touche  et  de  la  couleur.” 

Collection — M.  Le  Rouge,  1818. 

Bought  for  the  first  Duke  of  Wellington  at  the  Le  Rouge  Sale,  Paris , April  1S18  (lot  70),  by 
M.  Fer'eol  Bonnemaison. 


48  ADAM  FRANS  VAN  DER  MEULEN,  1632-1690. 

LOUIS  XIV.  AND  GENERALS  ARRIVING  BEFOPs-E  A TOWN. 

Canvas.  20}  x 24  in. 

In  the  left  centre  foreground  Louis  XIV.  is  seen  on  a white  prancing 
charger.  His  back  is  turned  to  the  spectator,  and  he  is  looking  towards  a town  in 
the  right  far  distance.  He  wears  a blue  richly  embroidered  coat  and  a buff- 
coloured  hat.  His  breeches  are  red,  embroidered  with  gold,  and  he  wears  long 
grey  leather  cavalier  boots.  The  king’s  hair  is  flying  in  the  wind,  and  he  holds 
his  hat  on  with  his  right  hand.  He  is  followed  by  two  dogs,  left  foreground. 
In  front  of  the  king,  also  on  a white  horse,  is  an  officer,  who  carries  a stick  in 
his  right  hand  and  is  pointing  with  it.  Beyond  the  king,  to  the  left,  is  a second 
mounted  officer.  Several  horsemen  are  galloping  down  a hill,  right,  towards 
the  town.  In  front  of  them  are  waggons,  etc.  In  the  valley,  middle  distance, 
are  waggons,  etc.,  and  in  the  far  distance  a town.  The  sky  is  stormy. 

Signed  “f.  v.  mevlen,  1678”  in  the  left  lower  corner. 
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In  the  Wellington  Heirloom  Catalogue,  Conde  is  named  as  the  principal  figure  in 
this  picture  instead  of  Louis  XIV. 

Benight  by , or  presented  to , the  first  Duke  of  Wellington. 


148  THEODORE  RUSSEL,  1614 — date  of  death  unknown. 

MARGARET  SMITH,  AFTERWARDS  LADY  HERBERT. 

Panel.  15  x 12  in. 

Margaret  Smith  was  the  daughter  of  Sir  Thomas  Smith,  Clerk  of  the  Council  of  James  I., 
and  of  Frances,  daughter  of  William  Bruges,  fourth  Lord  Chandos.  She  married  the  Hon.  Thomas 
Carey,  son  of  Robert  Earl  of  Monmouth,  who  rode  300  miles  in  3 days  to  bring  the  news  of  the 
death  of  Queen  Elizabeth  to  James  I.  Fie  died  in  1649,  and  was  buried  in  Westminster  Abbey. 
Dean  Stanley  says  of  the  tablet  to  Thomas  Carey,  that  it  is  “ the  one  memorial  in  the  Abbey  which 
speaks  of  the  death  of  Charles  I.,  whose  attendant  he  was,  and  who  died  of  a broken  heart  in  the 
year  in  which  the  execution  took  place.”  Margaret  Carey  subsequently  married  Sir  Edward  Herbert, 
Attorney-General  to  Charles  I.  and  Lord  Keeper  to  Charles  II.  during  his  exile.  He  was  a dis- 
tinguished orator,  but  Charles  II.  said  of  him  that  he  was  “impossible  to  live  easily  with  anybody.” 
He  became  intolerable  to  the  King  and  resigned  the  Great  Seal.  He  died  in  1657.  The  date  of 
his  wife’s  death  is  not  known. 

Head  and  shoulders.  Less  than  half  life  size,  three-quarters  to  the  right. 
Age  about  twenty-five.  The  hair  is  auburn,  and  falls  in  curls  to  the  shoulders, 
while  several  ringlets  fall  on  to  the  forehead  and  down  the  sides  of  the  face. 
One  curl  falls  down  the  left  side  of  her  chest.  A few  pearls  are  seen  in  the 
hair  on  the  right  side  of  her  head.  The  forehead  is  high.  The  eyebrows  are 
faintly  indicated.  The  eyes  are  large,  brown  and  almond-shaped.  The  nose  is 
straight.  The  upper  lip  is  long,  and  the  mouth  straight  and  somewhat  large. 
The  face  is  oval,  complexion  fair.  She  wears  two  large  single  pearls  as 

earrings,  and  a single  string  of  pearls  round  her  neck.  Her  gown  is  of  white 

satin  embroidered  with  jewels,  and  is  open  in  front.  A gold  chain  falling 
from  her  shoulders,  carries  a jewelled  ornament  fastened  to  the  front  of  her 
gown.  Background  dark. 

This  picture  is  one  of  several  small  copies  by  Theodore  Russel  of  the  upper  part 
of  a full-length  portrait  of  Lady  Herbert,  by  Van  Dyck,  in  the  Bedford  Collection  at 
Woburn  Abbey.  One  of  them  is  also  at  Woburn,  and  another  at  Hampton  Court 

Captured  at  Vitoria , 1813.  See  Introduction. 
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97  PAULUS  BRIL,  1556-1G26. 

A HUNTING  SCENE. 

Cam’ as.  14  X 22^  in. 

A very  dark  landscape.  Some  high  wooded  ground,  left.  In  the  right 
foreground  a tree.  In  the  centre  a clump  of  trees,  round  which  winds  a road  from 
right  centre  to  left  foreground.  In  the  middle  distance  are  female  figures. 
In  the  foreground,  on  the  road,  are  the  backs  of  two  figures  mounted,  a 
woman  followed  by  a man.  In  the  right  centre  foreground  is  a man  with  a gun, 
walking  left.  In  front  of  him  some  hounds  and  another  man  with  a gun.  In 
the  left  foreground  are  two  men  mounted.  Another  man,  mounted,  shows  the 
way.  A hill  with  a tower  on  it  in  the  right  far  distance.  The  sky  is  blue  and 
cloudy. 

Captured  at  Vitoria , 1813.  See  Introduction. 


101  PAULUS  BRIL,  1556-1626. 

LANDSCAPE,  WITH  ST.  HUBERT. 

Canvas.  13!  x i7f  in. 

St.  Hubert,  the  patron  saint  of  huntsmen,  was,  according  to  legend,  a son  of  a Duke  of  Guienne, 
and  a keen  hunter.  When  out  hunting  on  a Good  Friday,  a stag,  having  a bright  crucifix 
between  his  antlers,  appeared  to  him,  and  he  heard  a warning  voice.  He  was  converted,  entered 
the  Church  and  became  a bishop.  He  died  about  730  a.d. 

In  the  right  middle  distance  are  a hill  crowned  by  a ruin,  water,  a man 
driving  cattle,  and  a bridge.  In  the  left  foreground,  near  a clump  of  trees, 
St.  Hubert,  in  red,  with  blue  cloak,  kneels  with  clasped  hands.  Two  dogs 
are  standing  to  his  left,  by  the  side  of  his  horse.  A stag  is  seen  in  a wood 
above  him.  The  sky  is  blue. 

Signed  “ Paul  Bril  ” on  a stone,  centre  foreground. 


Captured  at  Vitoria , 1813.  See  Introduction, 
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4-  FREDERICK  MOUCHERON,  1663 — died  not  before  1713. 

A LANDSCAPE,  WITH  FIGURES. 

Canvas.  14J  x 2 of  in. 

Right  centre,  a broad  watercourse,  fed  by  a torrent  from  the  hills  above.  Over 
the  watercourse  is  a bridge,  which  a donkey,  followed  by  a man,  is  crossing,  to  right. 
In  centre  foreground  the  trunk  of  a broken  tree.  In  left  foreground  a woman 
riding  a donkey,  three  sheep,  a dog  and  a boy  on  a road.  In  the  far  distance, 
left,  a plain,  beyond  which  a mountain.  The  sky  is  light. 

Signed  “ mouciieron,”  in  the  right  lower  corner. 

Captured  at  Vitoria,  1813.  See  Introduction. 


176  PIETER  VAN  LAAR  (Bamboccio),  1582-1642. 

A CAVERN  WITH  FIGURES. 

Canvas.  2o4  X 17  in. 

This  picture  represents  a group  of  people,  left  centre,  in  front  of  the 
entrance  to  a rocky  cave  which  forms  the  background.  Among  them  is  a man 
on  a brown  pony,  leading  a white  one.  He  stands  watching  two  cavaliers, 
one  of  whom  is  having  his  fortune  told  by  a gipsy.  To  the  right  of  these  are 
several  figures,  one,  a man  sitting  on  a stool  and  getting  a light  for  his  pipe 
from  some  burning;  wood  on  the  ground.  Above  the  cave  are  trees  and  a 
glimpse  of  blue  sky. 


Captured  at  Vitoria,  1813.  See  Introduction. 
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80  JAN  STEEN,  1G26-1679. 

THE  SICK  LADY. 

Panel.  18J  X 1 6}  in. 

An  interior.  In  the  far  right-hand  corner  is  a tent-shaped  bed  with 

green  curtains  drawn.  On  the  far  wall,  above  the  bed,  hangs  a gold-framed 
picture  of  Venus  and  Adonis.  To  the  left  of  the  same  wall,  a few  steps  lead 
up  to  an  open  door  communicating  with  another  apartment  beyond,  in  the 
middle  of  which  a man  is  seated  at  a table,  and  at  the  far  end  of  which  is  a 
latticed  window.  Between  the  picture  and  the  door  a clock  with  weights 
hangs  on  the  wall.  At  the  foot  of  the  bed  is  a table  covered  with  a red 
patterned  cloth.  On  it  are  a candlestick  and  a white  cloth.  On  the  floor,  in 
front  of  the  table,  is  a glass  vessel.  In  the  right  centre  a young  woman, 
evidently  in  pain,  is  seated  in  an  arm-chair.  She  wears  a white  skull-cap,  over 
which  is  a white  cloth  tied  with  a red  ribbon  round  her  neck.  Her  grown  is  of 
grey  shot  silk,  and  over  it  is  a purple  jacket  bordered  with  white  fur.  She  holds 
her  left  hand  to  her  forehead,  while  the  right  is  extended  towards  a physician 
who  is  feeling  her  pulse.  He  wears  a black  felt  hat,  and  a white  collar  and 
cuffs.  His  coat  is  of  a greenish-yellow  silk,  and  a dark  sleeveless  cloak  is  over 
his  shoulders.  His  left  hand  is  raised  to  command  silence  from  the  patient’s 
mother  while  he  counts  the  pulse.  The  mother  stands  close  to  him,  left.  She 
wears  a yellow  silk  bodice,  green  skirt  and  blue  apron,  with  a white  linen 
mantle  over  her  shoulders.  In  front  of  the  patient  is  a straight-backed  chair. 
On  a cushion  on  the  floor  lies  a dog.  In  the  left  foreground  a little  boy  sits 
on  the  floor.  He  wears  a dark  jacket  and  grey  breeches.  In  his  hands  are  a 
bow  and  arrow,  and  a quantity  of  arrows  are  seen  in  his  hat  by  his  side. 

Signed  “ J.  Steen  ” on  the  lower  step  leading  to  the  inner  room. 

Catalogue  of  the  Lapeyriere  Sale,  Paris , April  1817: — “ Ce  tableau  est  de  toute 
perfection,  et  l’un  des  plus  beaux  et  des  plus  importans  qui  se  soient  prdsentds  en  vente 
depuis  long  temps.” 

Smith,  ‘ Catalogue  Raisotin'e,  etc.,'  iv.  24,  par.  75. 

Waagen,  ‘ Art  and  Artists ,’  ii.  298: — “A  physician  feeling  the  pulse  of  an  elegantly 
dressed  girl  in  the  presence  of  her  mother  is  one  of  the  delicate  solidly  painted  works 
of  the  master  in  which  he  approaches  Metzu.” 

Hazlitt,  ‘ Criticisms  on  Art',  Appendix,  lvi. 

Waagen,  ‘ Treasures',  ii.  273. 
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Collection — M.  Lapeyriere,  1817. 

Bought  by  the  first  Duke  of  Wellington  at  the  Lapeyriere  Sale,  Paris,  April  1817  (lot  55),  for 
1400  frs.—£ 456. 

Exhibited — British  Institution,  1818. 


67  JAN  STEEN,  1626-1679. 

A WEDDING  PARTY. 

Canvas.  38 1 x 60J  in. 

This  picture  represents  the  interior  of  a cottage  during  a wedding  feast. 
Across  the  back  of  the  room  is  a long  table,  covered  with  a white  cloth,  on  which 
are  the  remnants  of  a repast.  On  the  far  side  of  the  table,  right  centre, 
are  seated  the  bride  and  bridegroom.  The  former  has  pink  roses  in  her 
hair,  and  the  latter  wears  a black  hat  adorned  with  flowers.  A sheet,  with 
three  wreaths  attached  to  it,  is  suspended  from  the  ceiling  behind  them. 
In  front  of  the  table  is  a drunken  man  with  an  iron  cooking  utensil  on 
his  head  and  holding  a long  metal  spoon  in  his  hand.  On  the  right  are 
musicians  tuning  their  instruments.  Close  to  them,  and  sitting  on  the  floor, 
is  a man  holding  a pitcher  with  his  right  hand  and  a large  wooden  wine  keg 

with  his  left.  In  the  left  centre  a woman,  with  a white  cloth  on  her  head,  and 

nursing  a child,  is  seated  with  her  back  to  the  table.  She  is  looking  at  a new 
arrival,  who  is  addressing  the  company,  and  at  whom  a dog  is  barking.  A man 
is  waving  a red  cap,  as  he  stands  with  one  foot  on  a seat  and  the  other  on  the 

extreme  left  of  the  table.  In  the  left  foreground  is  seen  the  end  of  a cask,  and 

on  the  floor  near  it  are  a frying-pan,  metal  dish,  etc.  A cat  is  seen  under  a 
table  near  the  musicians,  right.  A group  of  three  figures  outside  watch  the 
proceedings  through  the  window. 

Signed  “J.  Steen,  1667”  near  the  centre. 

Buchanan,  ‘ Memoirs,  etc.,’  ii.  354: — “Amsterdam,  August  25,  1817 I have 

purchased  ....  since  the  sale  [that  of  Burgomaster  Hoguer],  a half  interest  in  a very- 
capital  picture  by  Jan  Steen,  which  escaped  me  at  the  sale  through  a mistake.  The 
editor  of  Buchanan’s  book  adds  in  a footnote: — “This  Jan  Steen  was  afterwards  sold  to 
the  Duke  of  Wellington  in  the  sale  of  M.  Le  Rouge’s  pictures  at  Paris  in  1819.”  The 
picture  was  bought  by  the  Duke  at  the  Le  Rouge  sale,  which  took  place,  however,  in 
1818,  not  1819. 

Catalogue  of  the  Le  Rouge  Sale,  Paris,  April  1818:— “Un  tableau  capital  de  ce 
peintre  extraordinaire On  peut  dire  que  Jean  Steen  s’est  surpasse  dans  cet 
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admirable  tableau,  que  1’on  peut  regarder  comme  un  des  ouvrages  les  plus  marquans  de 
cet  artiste  original  dans  le  choix  de  ses  compositions,  et  vraiment  comique  dans  les 
expressions  de  ses  figures.  Une  touche  hardie,  un  effet  piquant  et  harmonieux,  et  des 
draperies  largement  peintes,  sont  les  parties  qui  distinguent  ce  morceau  de  choix.” 

Smith  (in  his  '■Catalogue  Raisonn’e , etc .,’  iv.  35,  par.  107,  and  36,  par.  in)  describes 
two  pictures  by  Jan  Steen,  one  “A  Village  Wedding,”  and  the  other  representing  “The 
close  of  a Marriage  Feast.”  The  dimensions  given  of  the  two  pictures  are  identical,  he 
states  that  they  were  both  sold  at  the  Le  Rouge  sale,  and  that  they  both  fetched  exactly 
the  same  price.  He  says  of  one  that  it  was  subsequently  sold  in  the  Bernal  Collection 
in  1824,  and  of  the  other  that  it  is  in  the  Collection  of  the  Duke  of  Wellington  at 
Apsley  House.  As,  however,  only  one  such  picture  was  sold  at  the  Le  Rouge  sale,  it 
is  evident  that  Smith  was  in  error  in  mentioning  two,  and  that  both  his  descriptions,  one 
more  accurate  than  the  other,  refer  to  the  same  picture,  which  then  was,  and  now  is,  in 
this  [Apsley  House]  Collection.  It  never  was  in  the  Collection  of  Mr.  Bernal,  as  will 
be  seen  below. 

Waagen,  ' Art  and  Artists ,’  ii.  299: — “Two  other  larger  pictures  contain  indeed  an 
abundance  of  the  most  original  traits  to  which  wine,  dancing,  and  love  may  lead  a 
riotous  company  of  the  low  class,  but  are  among  the  numerous  pictures  by  Steen  to 
which  a predominant  brown  tone  gives  a uniform  and  dark  appearance.” 

Hazlitt , ‘ Criticisms  on  Art ,’  Appendix,  lvi. 

‘ Athenaeum]  June  24,  1848. 

‘ Athenaeum]  June  14,  1856,  reporting  on  the  Exhibition  of  Ancient  Masters  at  the 
British  Institution: — “‘A  Wedding  Feast,’  dated  1667,  has  many  admirable  points.  The 
old  man  in  front  of  the  window  is  Jan  Steen  all  over,  and  the  three  young  ones 
looking  in  at  the  window  are  charming  bits  of  nature.  At  a distance  they  are  lovely ; 
but  look  close,  all  the  charm  disappears.  The  mother  in  the  centre  of  the  picture 
forms  an  excellent  group,  and  the  dog  is  well  introduced.  The  boy,  with  his  head  in 
the  lap  of  an  old  woman,  apparently  playing  forfeits,  is  capital ” 

‘ Athenaeum ] January  7,  1888. 

‘ Athenaeum]  February  11,  1888,  reporting  on  the  Exhibition  of  Ancient  Masters  at 
the  Royal  Academy: — “ ....  A Wedding  Party  is  dated  1667,  and  all  the  more 

valuable  on  that  account,  as  well  as  because  it  is  nearly  intact It  abounds  in 

curious  illustrations  of  manners  and  costume.” 

Champlin , ‘ Cyclopedia , etc.]  iv.  219. 

Bryan , ‘ Dictionary , etc.'  (1889),  ii.  527. 

Collections — Burgomaster  Hoguer,  Amsterdam,  1817.  ^189. 

M.  Le  Rouge,  1818. 

Bought  for  the  first  Duke  of  Wellington  at  the  Le  Rouge  Sale,  Paris , April  1818  (lot  53),  by 
M.  Fereol  Bonnemaison,  for  11,810  frs. — about  ^472. 

Exhibited — British  Institution,  1821,  when  it  was  called  “A  Merry  Making.” 

,,  „ 1848  and  1856,  when  it  was  called  “A  Wedding  Feast.” 

Royal  Academy  (Old  Masters),  1888,  when  it  was  called  “A  Wedding  Party.” 
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196  RICHARD  WILSON,  R.A.,  1714-1782. 

LANDSCAPE. 

Canvas,  pasted  on  millboard.  8-}  x in. 

In  the  centre  foreground  is  a glimpse  of  a sheet  of  water,  apparently  a river, 
on  which,  right,  is  a boat  with  a sail.  On  the  near  bank,  centre,  is  the  only  figure, 
a woman,  dressed  in  blue,  with  short  petticoats  and  bare  legs,  looking  at  the  water. 
In  the  left  foreground  is  a rocky  bridge,  under  which  a stream  of  water  forms  a 
miniature  cascade.  Close  to  the  bridge  are  three  birch  trees,  and  beyond  them  a 
rock  rises  abruptly.  In  the  right  foreground  are  a tree  and  some  shrubs.  The 
opposite  bank  of  the  river  is  wooded,  and  standing  some  little  distance  back  from 
it,  centre  middle  distance,  on  rising  ground,  are  what  appear  to  be  the  ruins  of 
a fine  castle.  In  the  far  distance,  right,  the  landscape  is  flat.  The  sky  is  light 
and  airy. 

An  old  label,  bearing  the  name  R.  Wilson,  is  at  the  back  of  the  panel. 

Bought  by,  or  presented  to,  the  first  or  second  Duke  of  Wellington. 


41  CORNELIS  VAN  POELENBURGH,  158G-1G67. 

ANGELS  GUIDING  THE  SHEPHERDS. 

Copper.  1 6 x 13' 

A large  brown  rock,  covered  with  stunted  trees,  over  which,  right,  a 
glimpse  of  blue  sky  is  seen,  crosses  the  entire  picture.  Through  a cleft  in  it, 
left  centre  to  right,  is  seen  another  tree-covered  rock  beyond,  on  which  are 
three  figures  and  some  sheep.  In  the  left  foreground  three  shepherds,  two  of 
whom  are  nearly  nude,  accompanied  by  a woman  carrying  a child,  and  a boy, 
approach  from  the  left.  Above  them  is  a vision  of  flying  angels  showing  the 
way.  To  the  right,  the  Infant  Saviour  lies  on  a piece  of  rock  covered  with  a 
white  cloth.  He  is  surrounded  by  The  Virgin,  St.  Joseph,  St.  John  the 
Baptist,  Mary  Magdalen  and  others.  The  sky  is  blue. 

Signed  “ C.  P.,”  on  a stone  in  the  left  foreground. 

Captured  at  Vitoria,  1813.  See  Introduction. 
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147  DAVID  TENIERS,  1610-1694. 

A SURGEON’S  SHOP. 

Canvas,  i *]\  x 23  J in. 

The  interior  of  a surgery.  On  the  far  wall,  left  centre,  are  two  long 
shelves,  on  which  are  bottles,  jars,  etc.  On  the  wall,  under  the  shelves,  hang 
scissors  and  other  instruments.  Below  these,  in  a niche  in  the  wall,  stands  a 
bottle.  Hanging  from  the  ceiling  is  a stuffed  fish.  At  the  top  of  the  wall, 

left,  is  a partially  open  window,  through  which  two  faces  are  seen  looking  into 

the  room.  Left,  on  the  wall,  which  there  makes  a right  angle,  is  a shelf  with 
three  jars  on  it,  and  under  the  shelf  the  skeleton  heads  of  two  animals  are 
suspended,  with  a bladder  containing  a red  liquid  between  them.  Immediately 
under  these,  in  the  left  foreground,  is  a round  table  with  a green  cloth,  on 
which  are  an  earthenware  brazier,  two  bottles,  two  paper  parcels,  etc.  At  the 
table  stands  a youth,  folding  up  a powder  in  white  paper.  To  the  right,  in 

front  of  the  table,  is  a high  bench,  on  which  are  a glass  bottle,  a blue  and 

white  jar,  etc.  Against  the  bench  leans  a book,  near  a circular  earthenware 
vessel  and  another  book.  A second  apartment  is  seen  beyond  to  the  right, 
and  in  it  an  assistant  is  extracting  the  tooth  of  a young  patient.  In  the  right 
foreground  is  a rough  bench  with  an  earthenware  vessel  on  it,  beneath  which, 
on  the  floor,  are  a jar  and  a pitcher.  On  the  floor,  right  centre,  are  a man’s 
hat,  stick  and  bundle.  In  the  centre  of  the  room  sits  a young  man,  leaning 
forward  with  his  hands  on  his  knees  and  an  expression  of  pain  on  his  face. 
He  is  dressed  in  a blue  coat,  yellow  breeches  and  grey  stockings ; his  left  foot 
rests  on  a wooden  stool.  Behind  him  stands  the  surgeon,  dressed  as  follows : 
round  black  hat  over  a yellow  head-covering,  a grey  sleeveless  coat  with  white 
linen  collar  over  a brown  velvet  undercoat,  grey  breeches,  stockings,  and  shoes. 
He  is  an  old  man,  wears  spectacles,  and  is  in  the  act  of  probing  the  wound 
which  his  patient,  just  described,  has  received  on  his  head.  Close  to  the 
patient,  right,  is  a bench  on  which  are  a bottle,  etc.  On  the  other  side  of  this 
bench,  right,  stands  a friend  of  the  patient,  who  leans  over,  watching  the 
operation.  He  wears  a red  cap  with  a feather,  long  hair,  a white  coat,  yellow 
pantaloons,  and  shoes.  From  a girdle  round  his  waist  hangs  a knife.  Behind 
the  patient,  and  between  the  last  mentioned  and  the  surgeon,  stands  a woman 
with  a high  sugar-loaf  brown  felt  hat,  blue  gown  and  white  collar. 

Signed  “ D.  Teniers  f‘”  in  the  right  lower  corner. 

“396”  is  painted  in  red  in  the  centre  foreground. 
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This  picture  is,  without  doubt,  one  of  the  two  paintings  of  “A  Surgeon  dressing  a 
Wounded  Man’s  Head,”  by  Teniers,  mentioned  in  a MS.  Inventory  of  the  Royal 
Spanish  Collections,  etc.,  of  1772,*  because  (a)  the  subject  and  dimensions  are  the  same; 
(b)  only  one  of  the  two  paintings  mentioned  in  the  Inventory  is  now  in  the  Royal 
Spanish  Galleries;  (c)  the  picture  above  described  was  captured  at  Vitoria  at  the  same 
time  as  other  pictures  known  to  belong  to  those  collections.  The  pictures  in  the 
Inventory  are  entered  as  then  hanging,  one  in  the  “ Passage  to  the  Royal  Pew,”  and 
the  other  in  the  Green  Cabinet  Room,”  in  the  Royal  Palace,  Madrid. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1772. 

Captured  at  Vitoria , 1813.  See  Introduction. 


87  CASPAR  NETSCHER,  1G39-1684. 

THE  TOILET. 

Panel.  1 6|  x 13J  in. 

An  interior.  At  the  back  an  arched  alcove,  in  which,  left,  is  a large  bed 
with  curtains  drawn.  In  the  centre  foreground  a young  lady  is  seated  facing 
front.  She  wears  a low-cut  purple  velvet  cloak,  tied  in  front  with  a ribbon,  and 
a yellow  satin  skirt.  In  her  lap  is  a spaniel.  Her  maid,  who  stands  behind 
her,  is  arranging  ribbons  in  her  hair,  which  is  of  a reddish  hue  and  brushed 
back.  The  maid  wears  a grey  body  and  dark  skirt.  A little  in  front  of  the 
lady,  right,  is  a straight-backed  arm-chair,  upholstered  in  blue  and  with  carved 
arms.  On  it  lies  a blue  and  white  satin  cloak.  By  the  side  of  the  lady,  left, 
is  a table  covered  with  a patterned  cloth.  On  it  are  a looking-glass,  a candle- 
stick with  candle,  and  a round  silver  box.  Behind  the  table,  left  background, 
stands  a page  carrying  a salver,  on  which  are  a round  silver  vessel  and  a spoon. 

Signed  “ G.  Netscher  f.”  in  the  right  lower  corner. 

Smith , 1 Catalogue  Raisonn'e , etc.,'  iv.  147,  No.  5,  mentions  a picture  in  the  possession 
of  the  Duke  of  Wellington  resembling  one  that  was  sold  at  Mr.  Hill’s  sale  in  1811,  but 
the  descriptions  of  the  two  pictures  do  not  tally.  In  the  same  volume,  164,  No.  67, 
Smith  mentions  three  other  similar  pictures,  one  in  the  Dresden  Gallery,  another  sold  at 
the  Lapeyribre  sale,  and  the  third  in  this  [Apsley  House]  Collection.  As  the  first  Duke 
ot  Wellington  bought  many  pictures  at  the  Lapeyribre  sale,  the  one  mentioned  by  Smith 
as  having  been  sold  there,  and  the  one  at  Apsley  House,  are  probably  the  same  work, 
as  they  agree  in  dimensions  as  well  as  in  subject. 

Hazlitt,  ‘ Criticisms  on  Art,’  Appendix,  lvi. 

Waageji,  1 Treasures,'  ii.  277  : — “Some  figures  in  a room;  an  excellent  and  warmly 
coloured  picture  of  his  earlier  period.” 


* In  the  Royal  Palace  Archives,  Madrid. 
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Collectmi — M.  Lapeyriere,  1817. 

Bought  by  the  first  Duke  of  Wellington  at  the  Lapeyriere  Sale,  Paris,  April  1817  ( lot  36),  for 
901  frs. — about  £36. 

Exhibited — British  Institution,  1819,  when  it  was  called  “A  Lady  at  her  Toilette.” 


71  JOHN  BOTH,  about  1610 — date  of  death  unknown,  but  not  before 
1662  ; and  ANDREW  BOTH,  about  1609-1644. 

LANDSCAPE,  WITH  FIGURES. 

Canvas.  27 J x 37!  in. 

In  the  right  foreground  a tree,  behind  which  is  a rocky  wooded  cliff  which 
extends  back  to  centre  middle  distance.  On  the  summit  is  a castle  and  other 
buildings.  From  left  to  left  centre  middle  distance  is  a bay  or  lake  with  shipping 
moored.  In  the  right  foreground  is  a man  riding  a mule,  preceded  by  another 
man.  He  is  talking  to  a man  on  foot.  Under  the  high  cliff  is  a pack  animal 
followed  by  a man.  In  the  left  foreground  is  a small  inland  sheet  of  water, 
beyond  which,  on  high  ground,  is  a tree  which  partially  hides  the  shipping.  On 
the  high  ground  overlooking  the  bay,  left,  are  three  figures,  middle  distance. 
In  the  left  foreground,  trees.  In  the  far  distance,  mountains.  The  sky  is  light 
and  misty. 

Captured  at  Vitoria,  1813.  See  Introduction. 


227  ADAM  ELSHEIMER,  1574—1620. 

NIGHT  SCENE,  WITH  FIGURES. 

Panel , 6§  x 4§  in. 

Two  men,  one  of  whom  carries  a lantern  in  his  right  hand,  are  standing 
in  front  of  an  open  doorway.  They  are  in  conversation.  This  picture  is  a 
remarkable  example  of  chiaro-scuro. 

%*  This  picture  is  not  hung,  but  will  be  found  on  an  easel  in  this  room. 


Portico  Room 


Portico  Room. 


Black  numbers  denote  pictures  captured  at  the  Battle  of  Vitoria  ( see  Introduction ), 
and  Red  numbers  those  that  have  been  either  bought  or  presented. 


208  PAINTER  UNKNOWN. 

GUSTAVUS  II.  KING  OF  SWEDEN  (Gustavus  Adolphus). 

Canvas.  22^  X 17 in. 

Gustavus  II.,  or  Gustavus  Adolphus,  King  of  Sweden,  was  born  1594.  He  succeeded  to  the 
throne  1611,  and  continued  the  war  with  Denmark,  Russia  and  Poland.  He  restored  to  the  nobles 

the  rights  they  had  been  deprived  of,  and  attached  them  to  his  interests.  He  made  a favourable 

peace  with  Denmark,  1613,  and  was  crowned  1617.  He  made  peace  with  Denmark  and  Russia 
(1613  and  1617),  and  after  successful  campaigns  forced  Poland  to  surrender  all  the  fortresses  of 
Livonia,  as  well  as  Prussian  Poland.  He  then  joined  the  German  Protestant  princes  against  the 
Emperor  Ferdinand  II.,  and  placed  himself  at  the  head  of  the  Protestant  party.  Leaving  Sweden, 
1630,  after  a victorious  progress  he  defeated  the  Emperor’s  general,  Tilly,  at  Leipsic,  1631.  The 
following  year  he  defeated  Wallenstein,  another  Imperial  general,  at  Liitzen.  In  this  battle  he  lost 
his  life.  In  the  midst  of  wars  he  encouraged  commerce,  industry  and  literature,  and  founded  the 
first  court  of  justice  in  his  country,  1614. 

Head  and  shoulders.  Life  size.  Body  and  face  inclined  to  the  right. 

He  has  short,  red,  upstanding  hair  ; his  whiskers  are  of  the  same  colour,  also 
his  moustache,  tinged  with  grey,  and  pointed  beard.  His  forehead  is  high. 

His  eyebrows  are  greyish,  and  rise  outwards.  His  eyes  are  large  and  blue.  His 

nose  is  slightly  aquiline.  His  lips  are  set.  His  face  is  full  and  complexion 

ruddy.  He  wears  armour,  over  which  are  seen  a deep  white  lace  collar  and  a 
richly  embroidered  green  and  gold  scarf.  Background  dark. 

Across  the  top  of  the  picture  the  following  is  painted,  “ Guftavus  Adolphus.  Kill’d  /D  1630.” 
[This  date  should  be  1632  ] 


Bought  by,  or  presented  to,  the  first  or  second  Duke  of  Wellington. 
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260  PAINTER  UNKNOWN. 

PORTRAIT  OF  A MAN,  WITH  A RUFF. 

Canvas.  19!  x 17  in. 

Head  and  shoulders.  Life  size,  inclined  to  the  right.  His  head  is  bald, 
with  the  exception  of  brown  hair  at  the  sides.  His  eyebrows  are  dark  and 
arched,  and  his  eyes  are  brown,  small  and  almond-shaped.  His  nose  is 
somewhat  long.  He  has  brown  whiskers,  moustache  and  short  beard.  His 
ears  are  large  and  prominent.  Complexion  fresh.  Round  his  neck  is  a white 
ruff.  His  coat  is  dark.  Background  dark. 

Bought  by,  or  presented  to,  the  first  or  second  Duke  of  Wellington. 


191  BARTOLOMMEO  SCHIDONE,  1560-1G1G. 

BATHSHEBA  AT  THE  BATH. 

Canvas.  41  x 2 SI-  in. 

(II  Samuel,  ch.  xi.) 

Nearly  full  length  Half  life  size.  Bathsheba  is  seated  at  the  edge  of  an 
open-air  stone  bath,  with  her  feet  and  legs  in  the  water.  She  is  nude,  with  the 
exception  of  a white  cloth,  which  surrounds  the  lower  part  of  her  body,  and 
conceals  a portion  of  her  left  arm.  The  body  is  inclined  towards  the  right,  but 
her  head  is  turned  in  the  opposite  direction.  Her  auburn  hair  falls  about  her 
shoulders.  There  is  a look  of  surprise  on  her  face,  and  her  right  hand  is  raised 
to  her  bosom,  as  if  to  hide  it.  By  her  side,  left,  is  a basket,  containing  a white- 
fringed  towel  and  other  articles  of  toilet.  Water  flows  from  a stone  dolphin’s 
mouth,  right,  into  the  bath  beneath  it.  Above  the  dolphin  and  behind  Bath- 
s’neba’s  head  is  foliage.  Rocky  mountains  are  seen  over  the  tops  of  trees  in 
the  left  far  distance.  The  sky  is  of  a darkish  blue. 

Collection — LorJ  Northwick,  1S59,  where  it  was  erroneously  attributed  to  Schiavone. 

Bought  by  the  second  Duke  of  Wellington,  1859,  from  the  Northwick  Collection  ( sold  by 
Mr.  Phillips,  lot  1877)  for  ^33  1 2S- 
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36  FRANQOIS  CLOUET  (Janet),  151G-20 — died 

probably  about  1573. 

ANDREA  DORIA. 

Panel.  22  !,  x 17 1 in. 

Andrea  Doria,  the  famous  Genoese  admiral,  was  born  1466.  When  a youth  he  became  a 
soldier,  and  served  under  many  Princes  of  Italy.  When  fifty  years  old  he  entered  the  service 
of  Francis  I.  of  France,  who  gave  him  the  command  of  the  French  Mediterranean  fleet.  In  1528, 
Francis,  having  quarrelled  with  Doria,  ordered  a French  admiral  to  seize  him  at  Genoa,  then  occupied 
by  French  troops.  Doria,  however,  retired  with  his  galleys  to  a place  of  safety,  returned  his  com- 
mission to  Francis,  and  embraced  the  cause  of  the  Emperor  Charles  V.  His  ambition  was  to  free  his 
country  from  foreign  rule.  Having  taken  Genoa  from  the  French  1528,  he  assisted  the  people  in 
forming  the  republic  which  lasted  till  1815.  He  was  afterwards  called  “Father  and  Liberator  of  his 
country.”  After  several  successful  expeditions,  two  attempts  were  made  against  his  life  1547.  He 
resigned  his  command  1556,  and  died  at  Genoa  1560. 

Head  and  shoulders.  Life  size,  in  profile  to  the  right.  LI  is  eyes  are  dark, 
with  protruding  eyebrows.  His  nose  is  aquiline  and  pointed.  He  has  a 
protruding  thick  lower  lip.  He  has  thin  straight  white  whiskers,  and  his 
moustache  and  beard  are  white.  Complexion  dark.  He  wears  a black  cap 
and  mantle,  and  what  appears  to  be  the  Order  of  the  Golden  Fleece. 

The  following  is  painted  in  black  on  the  left  upper  corner  of  the  back  of  the  panel : “ Andrea 
Doria  amicus  delectus  erat  Vecelli  (i.e.)  Titian,  quoque  Socius  Leo.  da  Vinci,  et  patronus  Corregiono”  ; 
also,  in  right  lower  corner,  “Emp.  Palay  de  Doria,  1769.”  The  letters  F.  C.  are  written  in  ink  on 
the  back,  and  “Andrea  Doria”  is  also  painted  on  the  top  of  the  front  of  the  panel. 

Bought  by  the  first  Duke  of  Wellington , and  sent  over  from  Paris  by  M.  Fereol  Bonnemaison  1818. 


71  ATTRIBUTED  TO  BERNARDINO  LUINI,  1460-70-died 

not  before  1530. 

GONSALVO,  “THE  GREAT  CAPTAIN.” 

Panel.  23^  X i8f-  in. 

Gonsalvo  of  Cordova,  “ The  Great  Captain,”  was  born  in  Spain  1453.  He  entered  the  army 
very  young.  He  distinguished  himself  in  the  war  of  Ferdinand  and  Isabella  with  the  Moors,  which 
ended  with  the  conquest  of  Granada,  1492.  He  recovered  the  kingdom  of  Naples  from  the  French. 
When  Louis  XII.  renewed  the  invasion  of  Italy,  Gonsalvo  was  employed,  and,  after  a temporary 
division  of  the  country  between  France  and  Spain,  he  again  expelled  the  French,  and  was  made 
Viceroy  of  Naples.  Through  the  jealousy  of  Ferdinand,  and  the  intrigues  of  courtiers,  Gonsalvo  was 
deprived  of  his  office  1507.  He  died  in  retirement  1515. 

Bust.  Life  size,  in  profile  to  the  left.  He  wears  a black  cloth  cap  with 
upturned  brim,  fastened  by  a round  brooch  with  four  pearls.  His  hair  is  light, 
and  falls  down  the  side  of  his  face  to  his  shoulders.  His  eyebrows  are  dark 


52 


PORTICO  ROOM 


and  high.  His  eyes  are  brown  and  almond-shaped.  His  nose  is  long  and 
aquiline.  His  mouth  is  well  formed,  and  his  lips  are  parted.  His  chin  pro- 
trudes, and  his  neck  is  long.  Complexion  dark.  He  wears  a red  cloak,  with 
ermine  collar,  over  a gold  brocaded  vest  open  at  the  top  and  showing  a white 
collarless  shirt.  Background  dark.  “ gonsalvo  gran  capitaxo  ” is  painted 
across  the  top  of  the  picture. 

In  a letter,  dated  Grosvenor  Place,  March  n,  1839,  Lord  Ellenborough,  in  offering 
this  picture  as  a gift  to  the  first  Duke  of  Wellington,  says : — “ I have  been  fortunate 
enough  to  secure  a picture  of  Gonsalvo,  the  Great  Captain,  which  I send  to  you  in  the 
hope  that  you  will  do  me  the  favour  of  putting  it  up  in  your  gallery,  which  is  its  only 
proper  place.  It  is  said  to  be  by  Luini,  and  to  come  from  the  Certosa  Convent.” 

The  Duke  replied  as  follows: — “London,  March  xi,  1839.  Many  thanks,  my  dear 
Lord  Ellenborough,  for  the  picture  of  the  Great  Captain,  which  I will  place  in  my  gallery. 
I cannot  tell  you  how  much  flattered  I am  by  your  thinking  of  me.” 

In  a letter  to  the  Duke,  dated  Sloane  Street,  March  25,  1S39,  Mr.  Seguier  says: — 
“ The  portrait  of  Gonsalvo  is  interesting  from  the  subject,  but  I should  have  great  doubts 
of  its  being  an  original  picture.” 

Presented  to  the  first  Duke  of  Wellington  1839,  by  Lord  Ellenborough. 

Collections — Certosa  Convent.  See  above. 

Lord  Ellenborough,  1839. 

103  PAINTER  UNKNOWN. 

THE  MARCH  OF  A SPANISH  ARMY. 

Canvas.  22I  x 42  in. 

In  the  centre  is  a body  of  infantry,  in  the  midst  of  which  the  red  and  the 
white  colours  of  a regiment  are  seen,  surrounded  and  protected  by  a circle  of 
men  carrying  high  spears.  Outside  this  circle  the  men  march  in  close  order, 
with  their  match-locks  raised.  They  are  dressed  in  a variety  ot  uniforms.  A 
second  body  of  men,  with  a white  colour,  and  in  similar  formation,  is  seen 
further  to  the  right.  They  are  followed  by  horsemen,  one  of  whom  is  blowing 
a trumpet  and  another  carrying  a standard.  A large  cannon  is  being  placed 
in  position  by  several  soldiers  in  rear  of  the  first  body  of  infantry.  An  officer 
on  a white  charger  stands  beside  it,  as  does  also  a halbardier.  In  the  right 
foreground  are  two  mules,  a man  carrying  a barrel,  and  a dog.  Various 
articles  are  on  the  ground  near  them.  In  the  left  foreground  are  several 
horsemen,  above  whom  a castle  on  a hill  is  seen  in  the  distance.  In  front  of 
the  troops  above  described  a battle  in  progress  is  indistinctly  seen.  The  sky 
is  blue,  but  very  cloudy. 

Captured  at  Vitoria , 1813.  See  Introduction. 
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42  JACQUES  COURTOIS  (II  Borgognone),  1621-1676. 

BATTLE  SCENE. 

Canvas.  17I  x 33I  in. 

This  picture  represents  that  portion  of  a great  battle  in  which  a fierce  hand- 
to-hand  fight  between  horsemen  is  taking  place  on  the  summit  of  a hill  over- 
looking a plain,  where  the  general  engagement  is  raging.  The  principal  figure 
is  that  of  a man  on  a brown  horse,  left  centre.  He  wears  a large  felt  hat  with 
a grey  plume,  and  a cuirass.  The  ends  of  a blue  scarf  which  surrounds  his  neck 
are  floating  in  the  air.  His  breeches  are  red,  and  he  wears  long  boots.  He  is 
urging  his  horse  to  its  utmost  speed,  and  is  looking  down  at  an  antagonist  whose 
white  horse  has  fallen  wounded  with  its  rider.  The  latter,  apparently  dead, 
wears  a steel  helmet,  cuirass,  red  breeches  and  long  boots.  He  lies  with  his 
back  on  the  ground  and  his  left  leg  still  hanging  to  the  saddle.  On  the  ground 
beneath  the  brown  horse  lies  the  dead  body  of  another  knight  similarly  dressed, 
and  near  him  is  another  dead  body.  In  the  left  foreground  is  seen  the  back  of 
another  horseman,  wearing  the  same  uniform  as  that  first  described.  He  rides 
a brown  horse,  and  he  is  in  the  act  of  aiming  a blow  with  his  sword  at  an 
adversary,  in  steel  helmet  and  cuirass,  on  a white  horse.  Other  warriors  are 
sketched  into  the  group.  In  the  right  middle  distance,  on  a hill  beyond  the 
valley,  where  fighting  is  seen,  stands  a ruined  castle,  with  mountains  rising  in 
the  distance.  The  sky  is  blue,  with  heavy  white  clouds. 

Captured,  at  Vitoria,  1813.  See  Introduction. 


139  GIOVANNI  FRANCESCO  GRIMALDI  (II  Bolognese), 

1606-1680. 

LANDSCAPE. 

Canvas.  20I  x 39 j in. 

In  the  left  foreground  is  a clump  of  trees,  under  the  shade  of  which  a figure 
in  a blue  robe  is  lying  asleep  on  the  ground.  Under  him  is  a red  cloak.  In  the 
centre  foreground  a man  in  a white  head-dress  and  a lilac  robe  is  talking  to  a 
man  sitting  on  the  ground,  and  who  wears  a blue  cloak  over  a red  shirt.  They 
are  on  the  high  bank  of  a lake  below  them,  which  is  fed  by  a heavy  volume  of 
water  descending  in  two  cascades,  between  wooded  rocks,  from  beneath  a bridge 
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forming  part  of  a large  castle  on  a hill,  right  centre  middle  distance.  Minor 
buildings  at  the  foot  of  a hill  extend  from  the  castle,  right,  and  from  beneath  them 
two  smaller  bodies  of  water  fall  into  the  lake  below.  Beyond  the  castle,  left 
middle  distance,  are  a church  and  other  buildings  on  the  summit  of  a hill,  on 
which  are  also  several  figures.  The  sky  is  blue  and  cloudy,  and  lighter  over 
the  hills,  left. 

“231”  is  painted  in  white  in  the  left  lower  corner. 

Collection — Royal  Spanish. 

Captured  at  Vitoria , 1S13.  See  Introduction. 


189  BARTOLOME  ESTEBAN  MURILLO,  1617-1682. 

PORTRAIT  OF  A GENTLEMAN. 

Canvas.  47  x 38^  in. 

Three-quarters  length.  Life  size,  facing  front,  and  about  thirty  years  of  age. 
He  has  dark  hair,  low  on  the  forehead  and  reaching  to  the  shoulders,  well 
defined  eyebrows,  large  brown  eyes,  spare  moustache  and  good  mouth.  Com- 
plexion sallow.  He  wears  a sleeved  waistcoat  ( cJutpa ) of  yellow  brocaded  silk, 
and  a black  cloth  doublet  (jubo/t),  partially  unbuttoned  to  show  the  chvpci. 
The  sleeves  of  the  doublet  are  tight  at  the  wrists,  and  are  slashed  open 
upwards  on  the  inner  sides  to  show  the  tight  yellow  sleeves,  with  deep  lace- 
edged  cuffs  beneath.  He  has  a plain  lawn  Walloon  collar  over  a stiff  band  or 
low  golilla.  The  sleeveless  surcoat  (ropilla)  is  black,  with  a black  brocade 
turned-back  lining.  His  right  hand  is  slightly  raised,  with  the  forefinger 
extended.  1 1 is  left  hand  hangs  down  by  his  side,  back  to  the  front.  Back- 
ground dark. 

Details  of  dress,  especially  with  regard  to  manner  of  wearing  the  hair  and  the  size 
of  the  sleeves,  indicate  that  this  picture  was  painted  after  1650;  probably  about  five 
years  later. 

In  a letter  to  the  first  Duke  of  Wellington,  dated  17  Somerset  Street,  August  10, 
1S3S,  Mrs.  Flicks,  after  expressing  pleasure  at  the  purchase  by  the  Duke  of  her 
“ Murillo  portrait,”  states  that  it  came  to  her  from  the  collection  of  Lord  Cremome, 
her  great  uncle,  who  died  1S13,  and  that  he  had  purchased  it  from  a reduced  Spanish 
gentleman.  She  does  not  know  the  date  of  purchase,  but  believes  she  saw  it  in  Lord 
Cremorne’s  collection  for  some  years  prior  to  1800. 

The  Lord  Cremorne  above  referred  to  was  a collector,  and  left  to  his  widow,  who 
survived  him  about  ten  years,  his  villa,  “ Chelsea  Farm  ” (which  afterwards  became 
“ Cremorne  Gardens  ”)  and  all  it  contained,  including  a quantity  of  pictures.  As  Mrs. 
Hicks  is  known  to  have  been  on  very  intimate  terms  with  Lord  and  Lady  Cremorne,  it 
is  probable  that  she  inherited  this  picture  from  the  latter. 


Helio  Braun  Clement  8c 


Murillo 
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Curtis , ‘ Velazquez  and  Murillo,’  301,  No.  476. 

Collections — Lord  Cremorne,  about  1800. 

Mrs.  Hicks,  1838. 

Bought  by  Messrs.  Yates  and  Son  for  the  first  Duke  of  Wellington,  1838,  for  ^126. 

Exhibited — British  Institution,  1837,  when  it  was  called  “ A Portrait  of  a Spanish  Gentleman.” 


137  ATTRIBUTED  TO  JAKOB  VAN  DER  DOIS,  1G23-1G73. 

LANDSCAPE,  WITH  FIGURES  AND  ANIMALS. 

Canvas.  28  x 35  in. 

In  the  right  foreground  is  a white  horse  in  profile  to  the  left.  He  is 
miserably  thin,  and  there  are  sores  on  his  hip  and  shoulder.  Beyond  him  stands 
a man  with  a black  felt  hat,  yellow  jacket,  and  with  a staff  in  his  hand.  Close 
to  the  horse,  right  foreground,  is  a black  and  white  dog.  The  horse  hangs  his 
head  down  towards  a large  yellow  cow  with  a white  face,  lying  on  the  ground 
in  front  of  it.  In  front  of  the  cow  lie  a ram  and  a lamb,  and  close  by  a sheep. 
Beyond  the  cow  stands  a man  in  a yellow  hat  and  dark  coat,  talking  to  the  first 
man.  He  is  pointing  with  his  right  hand  to  a cow  and  calf,  left  centre,  at  which 
a dog  is  barking.  To  the  left  of  these  are  a donkey  and  another  cow,  and 
beyond  them,  right,  a cow  approaches.  Near  the  sheep,  left  centre,  is  a white 
goat.  In  the  right  half  distance  is  a valley,  with  mountains  in  the  far  distance. 
Erom  the  left  foreground  to  the  left  middle  distance  stretches  a wood  on  rising 
ground.  At  the  foot  of  one  of  the  trees,  left  centre  middle  distance,  sits  a man 
with  a basket  on  his  back.  The  sky  is  blue,  with  white  clouds. 

Captured  at  Vitoria,  1813.  See  Introduction. 


69  JAN  VICTOORS,  1620— after  1672. 

A VILLAGE  SCENE. 

Canvas.  27I  x 3 5 f in. 

In  the  right  foreground  are  a white  and  a chestnut  horse  (a  portion  only  of  the 
back  of  the  latter  is  seen)  attached  to  a cart,  the  near  front  wheel  of  which  alone  is 
visible.  The  white  horse  is  inclined  left.  The  harness  consists  of  a trace,  breast- 
plate and  trace-bearer.  1 he  horse  has  on  a halter,  which  the  driver — who  wears 
a straw  hat,  grey  jacket,  full  bluish  breeches,  white  stockings  and  worn-out  shoes, 
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and  out  of  whose  right  breeches  pocket  a whip  protrudes — is  in  the  act  of  taking 
off,  while  he  stands  on  the  far  side  of  a wooden  trough,  from  which  the  horse  has 
been  feeding.  As  he  does  so  he  is  watching  a woman,  centre  foreground,  who, 
with  her  back  to  him,  is  stooping  to  take  a fish  out  of  a round  wooden  tub  on 
the  ground  before  her.  She  wears  a linen  cap  with  black  ribbons,  lilac  bodice 
with  red  skirt  and  sleeves,  a green  apron  and  white  pinafore.  She  grasps  the  fish 
with  her  right  hand  and  holds  in  her  left  a knife.  Beyond  her  stands  a woman, 
facing  left,  and  wearing  a cap  with  red  and  black  stripes,  a black  bodice  with  red 
front,  and  a white  apron.  Her  hands  are  folded  in  front  of  her.  A man  standing 
beside  her,  and  wearing  a yellow  jacket,  open  at  the  neck,  and  yellow  breeches, 
has  his  left  arm  round  her  neck,  and  laughs  while  he  draws  her  attention  to  a girl 
sitting  at  the  corner  of  a thatched  brick  cottage,  left,  whom  a boy  in  grey  is 
endeavouring  to  embrace.  The  girl,  who  wears  a black  and  red  striped  cap,  a 
black  bodice  laced  up  in  front,  with  a greenish  skirt  and  lilac  apron,  is  laughing, 
as  she  leans  back  against  the  wall,  held  in  that  position  by  the  boy’s  hands  on  her 
shoulders,  and  pushes  his  face  away  with  her  left  hand.  Out  of  a window  in  the 
cottage,  left,  a fair-haired  woman,  in  a red  bodice  and  white  jacket,  and  with  her 
right  hand  resting  on  the  sill,  watches  the  scene  with  amusement.  Close  to  her  is 
a tree  by  the  side  of  the  cottage.  In  the  left  foreground  a bareheaded  man,  with 
greyish  beard  and  moustache,  is  kneeling  down  by  a piece  of  water,  out  of  which 
he  is  lifting  an  eel  basket  by  means  of  a cord  in  his  left  hand,  while  with  his 
right  he  is  taking  an  eel  out  of  the  basket  by  means  of  a hand  net.  He  wears 
a dark  jacket  and  grey  breeches.  Beyond  the  man  and  horses,  right  middle 
distance,  is  a wooden  cottage  with  a tree  at  each  angle.  Above  it  is  seen  the 
spire  of  a church.  Trees  in  the  far  distance  between  the  cottages.  Two  birds 
are  flying  in  the  air.  The  sky  is  blue  and  cloudy. 

Signed  “Jan  Victors  Fee'  1654”  on  the  wooden  trough. 

Catalogue  of  the  Le  Rouge  Sale,  Paris,  April  181S  : — “ Ce  tableau  reprdsente  l’exte'rieur 
clune  rue  de  village.  A droite,  pres  d’une  chaumiere  entouree  d’arbres,  sont  plusieurs 
paysans  dont  1’un  dent  un  panier  d’osier  dans  lequel  sont  des  poissons  qu’il  vient  de  retirer 
d’un  vivier,  pour  vendre  h.  une  vieille  femme  qui  les  marchande  ; prbs  d eux  on  remarque 
deux  groupes  de  villageois,  dont  Fun  cherche  ii  embrasser  une  femme,  pendant  qu'une  jeune 
fille,  appuyee  sur  le  has  de  la  porte,  les  regarde  en  riant : dans  la  partie  gauche  un  paysan 
tient  un  cheval  blanc  attele  it  une  charrette,  et  on  distingue  dans  le  fond  le  clocher  du 
village.  Ce  tableau,  du  coloris  le  plus  brillant,  offre  des  carnations  du  ton  le  p»lus  vrai,  un 
pinceau  moelleux,  des  expressions  na'ives,  et  un  bel  effet  de  couleur.” 

Collection — M.  Le  Rouge,  18 iS. 

Bought  for  the  first  Duke  of  Wellington  at  the  Le  Rouge  Sale,  Paris,  April  1S18  ( lot  68),  by 
M.  F'ereol  Bonnemaison. 

Exhibited — British  Institution,  1821,  when  it  was  called  “Figures  at  an  Inn  Door.” 
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82  ANTOINE  WATTEAU,  1684-1721. 

FETE  CHAMPETRE. 

Canvas.  2 of  X 24-g-  in. 

A palace  fete.  The  picture  represents  the  outer  court  of  a palace.  In  the 
middle  distance  are  two  large  archways  divided,  right  centre,  by  a massive  but- 
tress, with  four  high  columns.  In  the  left  of  the  buttress  is  a high  arched  recess, 
flanked  by  two  stone  figures  of  nude  women.  At  the  foot  of  the  recess  is  a 
circular  stone  basin,  probably  that  of  a fountain,  but  for  the  occasion  artistically 
filled  with  fruit,  silver  dishes,  etc.,  and  surmounted  by  a vase  adorned  with  flowers. 
The  court  is  paved  with  stones,  chess-board  pattern,  and  a flight  of  steps,  of 
which  one  balustrade  is  seen  close  to  the  buttress,  descends  to  a prettily-timbered 
park,  under  a blue  sky,  beyond  which  clusters  of  buildings  are  seen,  and  in  the  far 
distance  is  a range  of  hills.  At  the  foot  of  the  steps  leading  down  to  the  park  a 
fountain  is  playing.  A gentleman  and  a lady  are  dancing  a minuet  in  the  centre 
of  the  hall.  The  latter’s  back  only  is  seen,  and  the  gentleman  faces  her.  She 
wears  a red  and  blue  head-dress  and  a silk  gown,  with  white,  blue  and  pink  stripes, 
the  skirt  of  which  she  spreads  out  with  both  her  hands.  On  her  left  shoulder  is  a 
small  lilac  mantle.  The  man  is  in  a light-blue  silk  doublet  and  breeches,  pink  silk 
stockings  and  yellow  shoes.  He  wears  a cap  similar  to  that  worn  by  his  partner, 
and  is  approaching  her,  with  arms  extended,  in  the  stately  manner  of  the  dance  of 
that  period.  To  the  right  a group  of  ladies  and  gentlemen,  some  sitting,  some 
standing,  are  engaged  in  conversation  and  watching  the  dance.  Behind  them  are 
the  musicians — three  violins,  a clarionette  and  a double  bass.  One  of  the  principal 
figures  of  this  group  is  a young  girl,  seated  right  centre,  with  her  light  hair  drawn 
back,  and  wearing  a black,  square-cut  gown.  In  her  right  hand  she  holds  a glass 
of  wine,  and  is  leaning  forward  in  her  endeavour  to  catch  the  eye  of  one  of  her 
companions.  A boy  is  holding  the  tray  from  wrhich  she  has  just  taken  the  glass. 
At  her  feet  is  a small  dog.  Behind  the  boy  two  children  are  playing,  and  near 
them  is  another  dog.  A man  wearing  a red  cap,  yellow  silk  doublet  and  breeches, 
and  a blue  mantle,  leans  over  the  back  of  the  young  lady’s  chair.  There  is  a 
third  dog  in  the  foreground,  right  centre,  and  a fourth  is  under  the  chair  of  a 
gentleman  in  red,  right  foreground,  who  wears  a yellow  mantle  and  a dress  sword, 
and  who  has  turned  in  his  chair  to  engage  in  conversation  writh  those  near  him. 
The  head  of  a little  negro  boy  is  also  seen  here  ; he  is  eagerly  watching  the  dancers. 
On  the  left  is  a second  group  of  men  and  women,  less  well-dressed,  engaged  in 
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conversation,  love-making-,  etc.  In  the  left  foreground  a court  jester  is  lying 
on  the  floor  talking  to  a child,  who  has  a dog  in  its  arms. 

A similar  picture  is  in  the  Dulwich  Gallery. 

Captured  at  Vitoria , 1813.  See  Introduction. 


37  PHILIPS  WOUWERMAN,  1614-1668. 

CAMP  SCENE. 

Canvas.  2 1 1 x 2 9 7 in. 

In  the  right  foreground  is  a rough  white  tent,  supported  by  rude  poles. 
At  the  entrance  a young  woman  in  a red  head-dress,  brown  gown,  and  white 
fichu,  stands  leaning  forward  towards  a drunken  soldier,  who  sits  on  a box  in 
front  of  her,  and  is  leaning  back  towards  her,  while  he  grasps  her  right  hand 
with  his  left.  He  wears  a brown  felt  hat,  with  feather;  yellow  jacket,  without 
sleeves  ; brown  trunks,  white  breeches,  stockings,  and  shoes,  and  a blue  sash 
round  the  waist.  He  holds  a tankard  in  his  right  hand,  and  on  the  ground, 
by  his  side,  are  his  pipe  and  tobacco-box.  Close  by  is  seen  a forked  stick, 
one  of  the  supports  of  the  bar  from  which  a cooking  utensil  hangs  over  a 
fire  on  the  ground.  At  the  soldier’s  feet  is  a boy  playing  with  a dog.  Beyond 
the  first  tent,  right,  is  seen  the  brown  awning  of  another,  the  end  of  which  is 
supported  by  two  poles,  from  the  summit  of  the  nearest  of  which  a white  and 
blue  flag  is  flying  above  a circle  of  verdure,  which,  together  with  a tankard 
hanging  beneath  it,  is  indicative  of  a canteen.  Under  the  awning  stands  a 
white  horse,  with  his  quarters  to  the  spectator.  His  tail  is  knotted  up,  and  he 
is  feeding  from  the  open  mouth  of  a sack  of  provender  on  the  ground  before 
him,  and  against  the  other  end  ot  which  a man  lying  on  the  ground  is  leaning, 
talking  to  a woman  who  sits  beside  him,  with  a child  in  her  arms.  On  the 
horse’s  saddle  are  what  appear  to  be  a blue  folded  standard  and  a bugle. 
Across  the  front  of  the  white  horse  stands  a brown  one,  ridden  by  a soldier 
in  a dark  unilorm,  with  red  sash  round  his  waist,  and  wearing  a metal  helmet. 
Outside  the  awning  is  a trough  full  of  fodder,  close  to  which  stands  a peasant 
who,  hat  in  hand,  is  inviting  a mounted  officer,  centre  foreground,  to  let  his  horse 
feed  from  it.  The  officer,  whose  hair  is  dark  and  long,  sits  on  his  horse,  facing 
the  tent.  His  hat  is  round  and  of  white  felt,  with  a grey  feather.  Over  his 
shoulders  is  a brown  coat  lined  with  blue.  He  wears  a cuirass  over  a buff 
coat  with  white  sleeves,  a red  sash  round  his  waist,  dark  breeches,  and  long 
black  boots.  His  right  hand  rests  on  his  hip.  Beyond  the  awning,  right,  is 
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a small  farrier’s  shanty,  indicated  by  a horse-shoe  nailed  to  the  woodwork. 
Close  to  it  are  seen  the  quarters  of  a piebald  horse  which  is  being  shod.  One  of 
the  farriers  is  holding  up  the  horse’s  off  hind  leg,  while  his  owner,  a soldier  in  a 
buff  coat  and  cuirass,  is  pointing  towards  the  animal  and  speaking  to  another 
farrier  within  the  forge,  who  is  preparing  the  shoe  over  the  fire.  Beyond  the 
forge,  right,  is  a circular  blue-striped  white  tent,  surmounted  by  a red  and  blue 
flag.  In  the  left  foreground,  close  to  a small  stream,  from  which  a dog  is  drinking, 
stands  a trumpeter  in  a blue  coat  and  white  hat,  mounted  on  a brown  horse. 
He  is  blowing  a blast  on  his  trumpet.  Behind  him  is  a heavily  laden,  richly 
caparisoned  mule,  with  its  feet  in  the  water.  Beyond,  is  another  mule,  with  pack 
saddle,  ridden  by  a man  holding  a stick.  Others  follow,  approaching  from  lower 
ground  beyond,  and  they  probably  represent  a convoy  of  prisoners,  loot,  etc., 
as  they  are  escorted  by  cavalry  and  several  foot  soldiers.  Close  by,  centre,  sitting 
on  the  ground  watching  the  convoy,  are  a man  and  a woman,  with  a child. 
Beyond  these,  in  the  middle  distance,  is  a glimpse  of  a sheet  of  water,  with  two 
persons  bathing,  and  a boat  with  two  figures  in  it.  Close  to  the  trumpeter, 
left,  are  two  peasants,  prisoners.  One  has  his  hands  tied  together  in  front, 
and  the  other  behind.  They  are  followed  by  a soldier.  A little  boy  is 

pointing  towards  them.  Behind  him  left,  is  a group  of  four  soldiers  in  front 

of  a tent.  Further  on,  left,  are  more  tents  with  figures  in  front  of  them ; 
among  them  a soldier  holding  a grey  horse,  a man  sitting  on  the  ground 
drinking,  and  a woman  pointing  to  the  convoy.  More  tents  are  faintly  seen 
beyond  the  water,  middle  distance,  with  buildings,  etc.,  beyond,  and  hills  in  the 
far  distance.  The  sky  is  blue  and  cloudy. 

Signed  w 

“314”  is  painted  in  white  in  the  left  lower  corner. 

A white  fleur-de-lis  is  painted  in  the  right  lower  corner.  This  mark  is  found  on  pictures  of 
the  Royal  Spanish  Collections  acquired  during  and  after  the  reign  of  Philip  V.  This  picture, 
therefore,  formed  part  of  one  of  the  Royal  Collections  in  Spain. 

Smith , ‘ Catalogue  Raisonn'e , etc i.  334,  par.  459: — “An  encampment  with  a sutler’s 
booth  on  the  left,  at  which  two  cavaliers  and  a trumpeter  have  halted ; one  of  the 
former  is  mounted  on  a dun-coloured  horse  (seen  in  a side  position),  the  other  (wearing  a 
helmet)  is  on  a bay  one  ; the  trumpeter  has  dismounted  from  a grey  horse,  leaving  his 
instrument  attached  to  the  saddle,  and  is  seated,  with  a jug  of  beer  in  his  hand,  paying 
attention  to  a female,  whose  hand  he  holds ; a boy,  playing  with  a dog,  is  on  the  ground 
near  him ; beyond  this  group  are  several  other  figures,  amongst  whom  is  a man  shoeing  a 
grey  horse,  near  the  booth.  The  opposite  side  is  occupied  with  tents,  figures,  horses,  and 
loaded  mules ; the  latter  are  preceded  by  a trumpeter  on  a bay  horse  sounding  his 
instrument.  Exhibited  in  the  British  Gallery,  1828.  Worth  300  guineas.  Now  in  the 
collection  of  the  Duke  of  Wellington.  18  inches  by  24  inches  C.  (about).” 

Waagen,  ‘ Art  a?id  Artists ii.  294. 
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Kugler  {Heal),  ‘ Handbook , etc.)  i.  326:— “The  Queen’s  private  collection,  as  well  as 
those  of  the  Duke  of  Wellington  ....  contain  excellent  specimens  [of  Wouwerman].” 

Waagen,  ‘ Treasures ) ii.  274. 

Collection — Royal  Spanish,  The  Palace,  Madrid. 

Captured  at  Vitoria,  1S13.  See  Introduction. 

Exhibited — British  Institution,  1S28,  when  it  was  called  “The  Halt  of  an  Army,”  and  1S52,  when 
it  was  called  “An  Encampment.” 


278  BERNARDINO  LUINI,  14G0-70 — died  not  before  1530. 

JOSEPH  AND  POTIPHAR’S  WIFE. 

Panel.  26  x 33I  in. 

(Genesis,  xxxix.) 

Potiphar’s  wife  is  represented  sitting  on  a green  draped  bed,  right.  Her 
hair  is  fair  and  curly,  and  she  wears  a dark  head-dress  at  the  back  of  her 
head.  Her  eyebrows  are  thinly  pencilled,  her  eyes  brown,  nose  straight,  and 
her  mouth  is  small.  She  wears  a low  blue  gown,  with  white  and  gold  sleeves 
down  to  the  elbows.  Her  arms  are  outstretched  in  an  attempt  to  prevent  the 
escape  of  Joseph,  who  is  endeavouring  to  leave  her,  left.  His  hair,  which  is 
parted  in  the  centre,  is  fair  and  curly,  and  falls  to  his  shoulders.  His  eyes 
are  blue,  his  nose  straight,  and  his  mouth  small.  His  complexion  is  fair,  and 
cheek-bones  somewhat  high.  He  wears  a blue  robe  and  red  mantle.  His  left 
hand  is  uplifted  in  remonstrance,  and  his  right  rests  on  a table,  on  which  is  a 
vase.  Both  figures  to  below  the  knees,  half  life  size.  Background  dark. 

‘ Times)  May  17,  1S45. 

Collection—  John  Proctor  Anderdon,  Esq.,  1S47. 

Bought  by  the  first  Duke  ofi  Wellington  1S47,  ot  Mr.  Anderdon  s Sale  ( Christie  and  Manson,  lot 
29)  M £95  9s- 


95  ANDREA  DEL  SARTO  (Andrea  d’Agnola),  1487-1531. 

PORTRAIT  OF  A NUN. 

Panel.  19^  X 16^  in. 

Head  and  shoulders.  Half  life  size,  to  the  front ; holding  in  her  right  hand 
a red  cross,  with  a gilt  medallion  of  the  Crucifixion  in  the  centre.  A halo 
round  the  head.  Background  dark. 

“ 448  ” is  painted  in  white  in  the  right  lower  corner ; at  the  back  are  two  seals,  also  a 
white  cross. 
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Presented  to  the  first  Duke  of  Wellington,  with  eleven  other  pictures,  on  behalf  of 
the  Spanish  Nation,  by  the  Intendant  of  Segovia,  as  will  be  seen  from  the  following 
translation  of  a letter  to  the  Duke : — 

Your  Excellency, — If  a feeling  of  delicacy  on  your  part  will  not  admit  of  your 
accepting  the  offer  I made  you,  on  behalf  of  the  Nation,  of  such  trifles  in  the  Royal 
Palace  of  San  Ildefonso  as  might  have  been  most  agreeable  to  you,  I cannot  overlook 
the  deep  obligation  of  my  country  to  the  hero  of  Great  Britain,  and  the  Regent  would 
justly  resent  any  indifference  on  my  part  in  showing  the  gratitude  due  to  the  Liberator 
of  Spain.  As  I believe  that  you  take  a particular  interest  in  pictures,  I take  the  liberty 
of  presenting  you  with  the  twelve  best  and  most  artistic  pictures  which  I have  been 
able  to  find. 

In  the  name  of  the  Spanish  Nation  and  the  Government  I beg  that  you  will  deign 
to  accept  this  very  small  offering — the  chief  object  of  which  is  to  show  the  gratitude 
and  recognition  of  the  Nation. 

I pray  the  God  of  Armies  to  keep  you  in  perfect  health,  and  beg  that  you  will 
favour  me  with  the  expression  of  your  wishes  on  the  subject. 

(Signed)  The  Intendant  of  the  Province, 

Ramon  Luis  Escovedo. 

Segovia,  August  15,  1812. 

Collection — Royal  Palace,  San  Ildefonso,  1812. 

Presented  to  the  first  Duke  of  Wellington  by  the  Spanish  Nation , 1812. 


18?  PAINTER  UNKNOWN. 

FRANCESCO  FERRUCCI. 

Canvas,  24!  X 18J  in. 

Francesco  Ferrucci  was  born  at  Florence  1489.  He  commenced  life  as  a banker’s  clerk 
but  at  the  age  of  fifteen  became  a soldier,  and  rose  eventually  to  the  rank  of  general.  He  was 
murdered  1530. 

Head  and  shoulders.  Life  size.  Head  turned  to  the  right.  He  wears  a 
red  circular  cloth  cap.  His  hair  is  light  and  scanty.  His  forehead  is  high,  his 
eyebrows  are  dark,  eyes  blue,  nose  long  and  aquiline.  His  lips  are  thick,  and 
his  chin  is  prominent.  His  neck  is  long.  Complexion  sallow.  He  wears 
armour  up  to  the  throat,  and  a gold  swordbelt  crosses  his  chest.  Background 
dark. 

“Francesco  Ferrucci  ”_is  indistinctly  painted  across  the  top  of  the  picture. 

Bought  by , or  presented  to,  the  first  or  second  Duke  of  Wellington. 
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117  CORNELIS  KETEL,  1548-1609. 

PORTRAIT  OF  HIMSELF. 

Canvas.  2 of  X 16  in. 

Cornells  Ketel,  portrait  painter  of  the  Dutch  School,  was  born  at  Gouda  1548.  He  studied 
under  Antonis  van  Montfoort  in  Delft,  after  which  he  went  to  France.  In  1573  he  went  to 
London,  where  he  painted  Queen  Elizabeth,  1578,  and  others.  He  died  at  Amsterdam,  1609. 

Bust  of  the  painter.  Half  life  size.  Age  about  forty-eight.  The  body  and 
head  inclined  to  the  left,  but  eyes  to  the  front.  His  hair  is  brown  and  curly. 
His  forehead  is  high.  His  eyes  are  brown  and  long,  with  low  eyebrows.  His 
cheekbones  are  high.  Complexion  fair.  His  mouth  is  small,  and  his  lips  are 
full.  He  wears  a slight  moustache  and  beard.  He  is  dressed  in  a grey 
sleeveless  coat,  with  a white  linen  collar  round  his  neck.  In  his  left  hand  he 
holds  a pallet  and  brushes.  The  date  1596  is  painted  on  the  background 
near  his  left  ear.  Background  dark. 

“359”  is  painted  in  white  at  the  foot  of  the  picture,  centre. 

In  Mr.  Seguier’s  Catalogue  (p.  xviii)  this  picture  was  attributed  to  T.  H.  Zucchero 
and  stated  to  be  a portrait  of  the  painter,  by  himself. 

Collection — Royal  Spanish. 

Captured  at  Vitoria,  1S13.  See  Introduction. 


113  ANNIBALE  CARRACCI,  1560-1609. 

LANDSCAPE,  WITH  PAN,  CUPID  AND  NYMPHS. 

Canvas.  14}  x 21  in. 

Pan,  the  god  of  shepherds,  hunters,  etc.,  and  leader  of  the  nymphs,  being  overcome  in  a 
contest  with  Cupid,  the  latter  punished  him  with  a passion  for  a beautiful  nymph,  Syrinx.  She 
treated  his  love  with  disdain,  and  one  day,  being  closely  pursued  by  him,  she  stopped  by  the  river 
Ladon,  and  the  naiads  whom  she  there  invoked  turned  her  into  a tuft  of  reeds. 

A very  dark  and  indistinct  landscape.  In  the  left  foreground  Pan,  on  the 

bank  of  the  river  Ladon,  is  kneeling  on  one  knee  endeavouring  to  look  at  two 

nymphs  who  are  seated  on  the  same  bank  some  distance  off,  right  foreground. 

Cupid,  whose  bow  and  arrow  are  on  the  ground,  stands  between  them  and  him 
and  holds  his  left  hand  in  front  of  the  god’s  eyes.  Pan’s  staff  and  pipe  are  also 
on  the  ground.  In  the  middle  distance  the  river  crosses  the  picture.  On  the 
opposite  bank  is  a building  among  trees.  Trees,  right  and  left,  beyond  the  river. 
In  the  right  middle  distance  is  a wooded  hill.  Ranges  of  mountains  in  the  far 
distance.  The  sky  is  blue  and  cloudy, 

“ 408  ” is  painted  in  white  in  the  left  lower  corner. 

Collection — Royal  Spanish. 

Captured  at  Vitoria,  1813.  See  Introduction. 
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19  PAINTER  UNKNOWN. 

THE  INTERIOR  OF  A CHURCH. 

Canvas.  12^  x 15  in. 

The  ceiling  is  supported  by  two  rows  of  white  stone  columns,  forming  gothic 
arches.  At  the  far  end  is  a high  door,  through  which  another  portion  of  the 
edifice  is  visible.  In  the  centre  foreground  are  several  men,  women  and 
children,  kneeling  in  prayer.  In  the  left  foreground,  close  to  a door  under  a 
stained-glass  window,  stands  a woman  entirely  covered  by  a red  cloak.  Two 
pictures  on  holy  subjects  hang  from  the  wall  above  her,  and  just  beyond  is  a 
confessional.  Close  to  the  second  of  the  left  row  of  columns  is  a pulpit,  from 
which  a sermon  is  being  preached.  The  right  wall  has  three  large  windows.  In 
the  left  foreground,  close  to  a column,  is  a dog. 

Captured,  at  Vitoria , 1813.  See  Introduction. 


38  PAINTER  UNKNOWN. 

BATAILLE  DES  DUNES  PRES  DE  DUNKERQUE. 

Panel.  12’-  x i8y-  in. 

In  this  battle  the  Spaniards  under  Conde  suffered  a defeat  at  the  hands  of  the  French  under 
Turenne,  1658.  The  Duke  of  Gloucester  and  his  brother  James  fought  under  Cond£  on  this 
occasion. 

In  the  centre  of  the  picture,  on  high  ground  overlooking  a valley  beyond, 
is  drawn  up  a squadron  of  horse,  with  two  standards.  The  men  composing  it 
wear  uniforms  of  different  colours,  and,  musket  in  hand,  are  watching  the  progress 
of  a battle  raging  at  their  feet  in  the  valley  below.  In  rear  of  the  horsemen  is  an 
officer  with  a drawn  sword  in  the  act  of  saluting  the  colours  of  a body  of  infantry 
to  the  right  and  a little  in  rear  of  the  squadron.  The  colours  of  the  infantry  are 
borne  in  the  centre  of  the  detachment  surrounded  by  a circle  of  tall  lances,  outside 
which  the  soldiers  advance  with  their  muskets  ready  for  firing.  These  men  also 
wear  uniforms  of  different  colours.  On  the  other  flank  of  the  infantry,  right,  is 
another  body  of  horsemen  similar  to  the  first.  In  rear  of  the  foot-soldiers  is  a 
mounted  trumpeter  wearing  a red  cloak,  and  with  his  trumpet  hanging  at  his  back. 
He  watches  a man  kneeling  close  to  him,  who  appears  to  be  undoing  a bundle. 
Close  by  is  a foot-soldier  followed  by  a dog.  Behind  the  trumpeter  is  seen  an 
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officer  on  a white  horse  galloping  towards  the  first  body  of  cavalry.  A group  of 
four  men,  two  of  them  seated  on  the  ground,  is  close  to  him.  The  foreground  is 
rocky,  with  the  stump  of  a tree,  right  centre.  To  the  right  of  the  troops  hills  rise 
precipitously,  and  half  way  up  is  a group  of  five  soldiers,  one  in  a red  cloak, 
mounted,  two  following  him  on  foot,  while  the  two  others,  one  bearing  a long 
lance,  stand  watching  the  battle  below.  On  the  summit  of  the  hill  above  them 
is  a tree.  In  the  valley,  middle  distance,  are  seen  the  advancing  squadrons 
engaging  the  opposing  infantry.  The  rout  of  the  enemy  has  commenced,  and 
they  are  seen  retiring  over  the  distant  hills.  The  sky  is  blue  and  cloudy. 

Bought  by,  or  presented  to,  the  first  Duke  of  Wellington. 


76  FEREOL  BONNEMAISON,  date  of  birth  unknown;  died  1827. 

(After  Raphael.) 

LA  VISITACION,  OR  THE  VISITATION. 

7H  X 57  in. 

The  following  description  of  the  original  picture,  of  which  this  is  a copy, 
is  translated  from  Madrazo’s  Catalogue  of  the  Museo  del  Prado,  Madrid  : — 

“ 36S.  The  Visitation  (Luke  i ).  The  picture  represents  the  moment  when  Mary 
and  St.  Elizabeth  are  meeting;  the  painter  supposing  that  the  meeting  took  place  outside 
of  the  house  of  Zacharias.  The  sacred  text,  however,  states  that  the  visit  was  paid  after 
Mary  had  entered  the  house.  A still  greater  anachronism  is  to  be  noticed  in  the  advanced 
state  of  the  Virgin.  In  this,  however,  Raphael  advisedly  followed  the  constant  tradition 
of  Christian  art,  which  in  religious  painting,  as  an  auxiliary  to  doctrine,  always  paid  more 
attention  to  expression  than  to  material  fact.  The  aged  Elizabeth  and  the  youthful  Mary 
are  therefore  meeting  on  the  road  between  Nazareth  and  Judah,  and  are  greeting  each 
other  with  outstretched  hands,  Elizabeth  being  about  to  embrace  her  cousin.  The  whole 
attitude  of  Mary  denotes  a certain  embarrassment  combined  with  innocence.  Her  posi- 
tion, the  head  slightly  bent  and  the  eyes  downcast,  indicate  the  holy  mystery  of  which 
her  heart  guards  the  secret ; while  St.  Elizabeth  appears,  by  her  cordial  gesture  and  her 
tender  expression,  to  respond  with  a full  knowledge  of  the  high  destiny  of  both  of  them. 
In  the  distance  the  Jordan  winds  until  it  is  lost  on  the  horizon.  On  its  banks  is  repre- 
sented the  baptism  of  the  Lord,  as  if  prophetically  suggested  to  the  two  women  by  their 
precious  burdens;  and  the  Eternal  Father  appears  in  a burst  of  glory,  between  two 
angels,  in  the  act  of  benediction.  The  background  is  a landscape  bounded  by  the 
mountains  of  Judea,  with  the  town  of  Nazareth  on  a height.  On  the  lower  part  of  the 
picture,  on  the  grass,  is  the  following  inscription  in  gold:  “Raphael.  Ltrbinas  . F 
Marinus  . Branconius  . F.  F.”  This  work,  which  undoubtedly  belongs  to  the  maturity 
of  Raphael  as  far  as  regards  its  composition,  is  certainly  not  entirely  from  his  brush. 
There  is  no  doubt  that  Giulio  Romano  and  II  Fattore  had  a hand  in  it  . . . With 
regard  to  its  history,  M.  Passavant  states,  that  the  picture  was  painted  by  order  of 
the  Pope’s  chamberlain  and  apostolic  pro-notary,  Giovan  Battista  Branconio  d’Aquila, 
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for  his  chapel  in  the  church  of  St.  Sylvester  at  Aquila.  . . . Raphael  received  three 
hundred  crowns  for  his  work,  and  such  was  the  esteem  with  which  it  was  regarded  in 
Aquila  that  the  Town  Council,  on  the  2nd  of  April,  1520,  prohibited  the  priors,  clergy 
and  custodians  of  the  church  of  St.  Sylvester  from  allowing  it  to  be  copied  under  any 
pretext  whatever.  . . . The  original  painting  was  purchased  by  Philip  IY.  for  the  palace 
of  the  Escorial.  The  French  took  it  in  1813,  and  in  consequence  of  the  bad  state  of 
the  panel  the  painting  was  transferred  to  canvas  at  the  instance  of  the  Duke  of  Wellington 
and  under  the  direction  of  M.  de  Bonnemaison.  It  was  also  restored  in  the  places 
where  the  panel  had  been  joined.  By  the  treaty  of  1815  the  picture  was  returned  to 
Spain,  and  taken  to  the  Escorial,  where  it  remained  until  the  disestablishment  of  the 
cloistered  monks,  then  it  was  taken  to  the  Madrid  Museo.  It  figures  in  Bonnemaison’s 
‘ Suite  d’etudes  calqudes  et  dessinees  d’aprbs  cinq  tableaux  de  Raphael,’  by  E.  David, 
and  has  been  engraved  by  an  anonymous  old  Italian  master  for  Antonio  Lafrey,  by 
Desmoyers,  by  Boiss,  and  lithographed  by  Helmlenher  for  the  work  of  Pungileoni.” 

Buchanan , in  a letter  to  the  Chevalier  Bonnemaison,  dated  Paris,  January  1819, 
after  expressing  regret  at  being  unable  to  see  for  a second  time  the  original  Raphaels  of 
which  Bonnemaison  had  made  copies  for  the  first  Duke  of  Wellington,  writes 
Yet  I have  felt  that  disappointment  much  alleviated  in  viewing  the  fine  and  faithful 
copies  which  you  have  made  of  these  inimitable  productions,  which  must  ever  be  prized 
by  every  lover  of  art.”  He  then  suggests  that  they  should  be  exhibited  without  charge 
in  London,  and  offers  the  use  of  his  own  gallery  in  Pall  Mall  for  the  purpose. 

Passavant,  ‘ Tour , etc.'  i.  173: — “In  a third  apartment  are  placed  the  copies  of  the 
four  Raphaels  which  the  French  carried  off  from  Spain  after  the  Battle  of  Vittoria. 
These  pictures  also  narrowly  escaped  falling  into  the  hands  of  the  English ; the  waggon 
in  which  they  were  packed  being  still  seen  driving  away  in  the  distance.  The  better 
part  however  of  recovering  them  in  Paris  and  restoring  them  to  the  rightful  owner  was 
reserved  for  the  Duke.  Before  their  return  to  Spain,  these  four  pictures  were,  at  his 
request,  cleaned  and  restored  by  Bonnemaison,  on  which  occasion  the  Duke  obtained 
permission  to  have  them  copied.  . . . The  subjects  of  these  copies  are  La  Madonna 
des  Pcches ; The  Holy  Family,  called  ‘ La  Perle' ; ‘The  Salutation  of  the  Virgin’;  and 
‘ Christ  Bearing  His  Cross.’  They  possess  considerable  merit  as  copies,  and  give  very 
adequate  ideas  of  the  originals.” 

Waagen,  ‘ Art  and  Artists,’  ii.  300. 

Hazlitt,  ‘ Criticisms  on  Art,'  Appendix  Iv. 

‘ Quarterly ,'  xcii.  456. 

‘ Athenaeum,'  January  8,  1853. 

IVaagen,  ‘ Treasures ,'  ii.  274: — “My  attention  was  here  attracted  by  very  interesting 
copies  of  the  celebrated  works  of  Raphael  in  Spain,  namely  the  ‘ Spasimo  di  Sicilia,’  the 
Madonna  with  the  Fish,  the  picture  called  the  Pearl,  and  the  Visitation,  all  of  which 
the  Duke  caused  to  be  copied  of  the  size  of  the  originals,  while  they  were  at  Paris.” 

Bought  by  the  first  Duke  of  Wellington,  1818,  from  M.  Fereol  Bonnemaison. 

Exhibited — British  Institution,  1S22. 
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144  MARIO  NUZZI  (Mario  d’a  Fiori,  or  Mario  della  Penna) 

1603-1673. 

THE  VIRGIN. 

Copper.  15  J x 12b  in. 

The  head  and  shoulders  of  the  Virgin  are  represented  within  a gold 
frame,  with  an  angel’s  head  at  each  corner,  and  adorned  with  flowers.  She  is 
inclined  slightly  to  the  right.  She  wears  a blue  drapery  over  her  head,  which 
falls  below  the  shoulders  on  both  sides.  Her  hair,  which  is  fair,  also  falls 
below  her  shoulders.  Her  forehead  is  high,  her  eyebrows  are  dark  and  arched, 
her  eyes  large  and  brown,  nose  straight,  and  mouth  small  with  full  lower  lip. 
Complexion  fair.  Her  face  is  full,  with  rosy  cheeks.  Her  neck  is  long,  and 
beneath  it  is  seen  the  upper  portion  of  a white  linen  garment.  The  back- 
ground is  light  and  studded  with  stars  of  gold,  and  against  it  light  is  seen 
radiating  from  the  Virgin’s  head. 

Captured  at  Vitoria , 1813.  See  Introduction. 


63  FRANCESCO  ALBANI  (Albano),  1578-1660. 


DIANA  AND  ACTION. 

Canvas.  28  X 23^  in. 

This  picture  represents  the  mythological  episode  of  the  transformation  of 
Actaeon  into  a stag  by  Diana.  Whilst  engaged  in  the  chase  he  chanced  to 
surprise  the  goddess  bathing  with  her  nymphs  in  a wood.  Diana,  incensed  at 
his  intrusion,  is  said,  by  sprinkling  him  with  water,  to  have  turned  him  into 
a stag,  which  his  own  dogs  hunted  and  killed.  Diana  is  here  represented  as 
standing  on  a small  plot  of  grass,  surrounded  by  water.  She  is  nude,  with 
the  exception  of  a grey  scarf  held  in  her  right  hand  and  thrown  over  her  left 
shoulder.  She  is  standing  erect,  with  her  back  to  some  trees.  Her  body  is 
inclined  right.  Her  fair  hair  is  arranged  in  plaits  at  the  back  of  her  head, 
and  is  fastened  by  a row  of  pearls.  Her  face  is  turned  towards  Actaeon,  who 
is  seen  running  past  the  pool  in  the  middle  distance,  and  she  is  pointing 
towards  him  with  her  left  hand.  Actseon  wears  a grey  flowing  garment,  and 
his  legs  are  bare.  His  right  hand  is  raised  in  fear,  and  the  horns  of  a stag 


PORTICO  ROOM 


67 


have  appeared  on  his  head.  In  the  right  foreground  on  the  bank  of  the  pool 
lies  one  of  the  nymphs  nude,  and  with  one  foot  in  the  water.  Under  her  is 
a lilac  garment,  and  close  by  are  a quiver  of  arrows  and  a brown  cloak.  Her 
left  arm  is  thrown  round  the  neck  of  one  of  Action’s  dogs,  by  the  side  of 
which  stands  another  dog.  In  the  left  foreground  another  nymph  is  getting 
out  of  the  water  on  to  the  opposite  bank.  She  is  partially  covered  by  a white 
skirt,  and  has  a blue  cloak  over  her  right  shoulder.  In  front  of  her  is  another 
nymph  also  partially  covered  by  a blue  garment.  At  the  feet  of  Diana  is  a 
fourth  nymph.  She  is  nude,  and  is  sitting  on  the  bank  with  her  legs  in  the 
water.  To  the  right  is  a rock,  and  in  the  far  distance  a wooded  landscape. 
The  sky  is  blue,  dark  and  indistinct. 

Bought  by , or  presented  to,  the  first  Duke  of  Wellington. 


128  SCHOOL  OF  WOUWERMAN. 

A FARRIER  SHOEING  A WHITE  HORSE. 

Canvas . 14b  X 1 if  in. 

On  the  right  an  entrance  to  a cave,  with  ruins  in  the  right  centre.  In 
the  left  centre,  on  the  summit  of  a hill,  a loaded  waggon  with  horses  and 
figures  are  seen  going  away  up  a hill,  with  a man  pushing  behind.  To  the 
right  is  a forge,  with  two  smiths.  Two  women,  and  a child  in  a cradle,  are  at 
the  entrance  of  the  cave.  In  the  centre  there  is  a white  horse  being  shod, 
and  three  figures.  The  sky  is  blue  and  cloudy. 

“384”  is  painted  in  white  in  the  left  lower  corner. 

Collection — Royal  Spanish. 

Captured  at  Vitoria , 1813.  See  Introduction. 


72  GUIDO  RENI,  1575-1642. 

HEAD  OF  ST.  JOSEPH. 

Canvas.  Oval.  27  x 21  in. 

Bust.  Life  size.  The  body  of  the  saint  is  inclined  left,  with  the  head  bent 
slightly  downwards.  The  hair  is  white,  unkempt,  and  has  a scarcely  perceptible 
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parting  down  the  centre.  It  is  somewhat  long  and  wavy.  The  forehead  is 
high  and  pale.  The  eyes,  which  are  in  shadow,  are  downcast,  and  have  a sad 
expression.  The  nose  is  straight,  and  the  hair  on  the  upper  lip  and  the  beard 
are  white.  Complexion  fair.  He  wears  a grey  coat,  open  in  front,  over  a 

brownish  garment,  and  a yellow  cloak  is  thrown  over  his  shoulders.  Back- 
ground dark. 


Presented  to  the  first  Duke  of  Wellington,  with  eleven  other  pictures,  on  behalf  of 
the  Spanish  Nation,  by  the  Intendant  of  Segovia,  as  ■null  be  seen  from  the  following  trans- 
lation of  a letter  to  the  Duke  : — 

Your  Excellency, — If  a feeling  of  delicacy  on  your  part  will  not  admit  of  your 
accepting  the  offer  I made  you,  on  behalf  of  the  nation,  of  such  trifles  in  the  Royal 
Palace  of  San  Ildefonso  as  might  have  been  most  agreeable  to  you,  I cannot  overlook 
the  deep  obligation  of  my  country  to  the  hero  of  Great  Britain,  and  the  Regent  would 
justly  resent  any  indifference  on  my  part  in  showing  the  gratitude  due  to  the  Liberator 
of  Spain.  As  I believe  that  you  take  a particular  interest  in  pictures,  I take  the  liberty 
of  presenting  to  you  the  twelve  best  and  most  artistic  pictures  which  I have  been 
able  to  find. 

In  the  name  of  the  Spanish  Nation  and  the  Government  I beg  that  you  will  deign 

to  accept  this  very  small  offering — the  chief  object  of  which  is  to  show  the  gratitude 

and  recognition  of  the  Nation. 

I pray  the  God  of  Armies  to  keep  you  in  perfect  health,  and  beg  that  you  will 

favour  me  with  the  expression  of  your  wishes  on  the  subject. 

(Signed)  The  Intendant  of  the  Province, 

Segovia,  August  15,  1S12.  Ramon  Luis  Escovedo. 

Collection — Royal  Palace,  San  Ildefonso,  1812. 

Presented  to  the  first  Duke  of  Wellington  by  the  Spanish  Nation,  1S12. 


193  ADRIAN  VANDER  WERE,  1G59-1722 

VENUS  AND  CUPID. 

Canvas.  17V  x 14^  in. 

Venus  is  said  to  have  sprung  from  the  froth  of  the  sea.  By  the  Greeks  she  was  called 
Aphrodite.  As  soon  as  she  was  bom  she  was  laid  like  a pearl  in  a shell,  instead  of  in  a cradle, 
and  was  driven  by  Zephyrus  upon  the  Island  of  Cythera,  where  the  Hone  received,  educated  and 
adorned  her.  When  she  came  of  age  they  carried  her  to  heaven  and  presented  her  to  the  gods, 
all  of  whom,  captivated  by  her  beauty,  wished  to  marry  her.  She  eventually  married  Vulcan. 
Cupid,  the  son  of  Jupiter  and  Venus,  although  the  youngest  of  all  the  celestial  gods,  was  perhaps 
the  most  powerful,  on  account  of  the  influence  he  possessed  over  their  hearts.  He  was  the  god 
of  love.  Without  his  assistance  even  his  mother  Venus  was  powerless,  as  evidenced  by  her  own 
confession  in  Virgil. 
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Venus  is  represented  three-quarters  length  and  nude,  with  the  exception 
of  a red  and  gold  drapery  thrown  over  her  left  shoulder,  and  falling  to  her 
side  over  her  left  arm.  She  is  leaning  with  her  left  elbow  on  an  indistinctly 
painted  rock.  Her  body  faces  front,  while  her  head  is  turned  right.  Her  hair 
is  light,  and  stands  high  above  her  forehead  and  falls  in  curls  over  her  left 
shoulder.  She  is  looking  at  Cupid,  who,  likewise  nude,  rests  his  left  arm  on 
her  shoulder,  while  he  points  to  the  flaming  end  of  an  arrow  he  carries  in  his 
left  hand,  the  feather  end  of  which  rests  on  her  chest.  The  flame  from  the 
arrow-head  throws  a red  lurid  light  on  both  faces.  Venus  is  pointing  upwards 
with  the  forefinger  of  her  right  hand,  while  she  holds  the  other  arm  across  her 
body.  Background  dark  and  indistinct. 

Bought  by  the  second  Duke  of  Wellington,  for  yEji  10s.,  from  Mr.  Martin  Colnaghi , who  purchased 
the  picture  from  the  French  expert , M.  Sana. 


102  ANNIBALE  CARRACCI,  1560-1609. 

LANDSCAPE  WITH  NYMPHS. 

Canvas.  i/R  x 22  in. 

A very  indistinct  landscape.  In  the  right  foreground  a nymph,  nearly 
nude,  is  lying  on  the  ground  with  a satyr  kneeling  behind  her.  A white  dog 
is  barking  at  them.  On  higher  ground  beyond  them  is  a clump  of  trees.  In 
the  right  centre  middle  distance,  another  satyr  is  carrying  off  a nymph.  In 
the  left  foreground  a red  cloth  and  a quiver  of  arrows  lie  on  a piece  of  rock, 
and  a spear  with  quiver  attached  to  it  leans  against  a tree  just  beyond.  In 
the  valley  beyond  there  appears  to  be  a stream,  and  beyond  it  a shepherdess 
in  white  is  tending  a flock  of  sheep.  In  the  right  centre,  middle  distance,  is 
a copse  on  high  ground.  A range  of  mountains  in  the  far  distance.  A dog 

is  lying  in  the  foreground,  centre.  The  sky  is  blue  and  cloudy. 

Captured  at  Vitoria,  1813.  See  Introduction. 


165  ANDREA  LOCATELLI  (Lucatelli),  1660-1741. 

LANDSCAPE  WITH  FIGURES. 

Canvas.  12}  x 15^  in. 

In  the  right  centre  a square  windowless  building,  broader  at  the  base 
than  at  the  summit,  stands  by  the  side  of  a lake,  which  is  fed  by  a rapid 
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falling  from  a second  lake  beyond,  which  again  is  fed  by  a cascade  falling 
from  a distant  hill,  on  which  buildings  of  importance  are  dimly  visible.  At 
the  foot  of  the  square  building,  right,  a rude  bridge  of  stone  crosses  a stream 
which  communicates  with  the  first  lake.  On  the  bridge  is  a goat.  On  the 
bank  of  the  stream,  right,  are  a willow  and  another  tree.  The  opposite  bank 
is  green  and  bushy.  A woman  with  a basket  on  her  head  is  walking  from  the 
first  lake  towards  the  bridge.  In  front  of  her  are  some  sheep.  In  the  left 
centre  foreground  a woman  in  a red  skirt  is  kneeling  and  washing  linen  in  a 
small  rapid.  In  the  left  foreground  are  bushes.  In  the  far  left  corner  of  the 
first  lake  a man  stands  talking  to  another,  a shepherd,  who  is  sitting  on  the 
bank.  On  the  bank  of  the  second  lake,  left,  are  some  poplars  at  the  base  of 
a hill.  Cattle  are  seen  near  them  close  to  the  water.  On  the  opposite  bank 
are  bushes  and  poplars.  In  the  far  distance,  hills.  The  sky  is  bright,  and 
slightly  clouded. 

Captured  at  Vitoria,  1813.  See  Introduction. 


21  CLAUDE  JOSEPH  VERNET,  I714-17S9. 

A SHIPWRECK. 

Canvas.  1 X 1 7 g in. 

In  the  left  centre  foreground  is  a flat  slab  of  rock  close  to  the  sea,  and 
forming  part  of  a cliff,  which  rises  precipitously  behind  it,  left.  The  water  from 
a wave  which  has  washed  it  is  seen  draining  off  the  rock  back  into  the  sea. 
On  it  lies  a woman,  nude  to  the  waist,  and  wearing  a red  skirt.  She  is  being 
supported  in  a sitting  position  from  behind  by  a man  in  a yellow  jacket,  white 
shirt  and  blue  trousers.  Beyond  her  kneels  another  man,  in  a blue  shirt,  who 
is  tending  her.  Both  she  and  a naked  child,  who  is  being  taken  up  a cliff, 
have  evidently  been  saved  from  a vessel  which  is  seen  in  great  distress  in  the 
right  middle  distance.  In  the  centre  middle  distance  is  a building,  with  a high 
square  tower,  at  the  edge  of  a cliff.  The  sea  is  rolling  in  towards  the  rocks, 
and  wreckage  is  seen  floating  on  the  waves.  The  sky  is  dark  and  stormy, 
and  lightning  is  seen  from  the  sky  above  the  ship. 

Captured  at  Vitoria,  1S13.  See  Introduction. 


PORTICO  ROOM 


7* 


216  SPIRIDIONI  GAMBARDELLA,  1815  (?)-1886. 

The  Right  Honourable  HENRY  LORD  BROUGHAM  AND  VAUN. 

Canvas.  49 \ X 39}  in. 

Henry  Lord  Brougham  and  Vaux,  the  eminent  statesman,  lawyer,  orator,  philanthropist,  and 
writer,  was  the  eldest  son  of  Mr.  Henry  Brougham,  and  was  born  1778.  He  was  educated  at  the 
University  of  Edinburgh.  He  was  admitted  to  the  Scottish  Bar  1800.  In  1803  he  published 
his  famous  work,  ‘Colonial  Policy  of  the  European  Nations.’  In  1808  he  was  called  to  the  English 
Bar.  He  was  elected  to  Parliament  and  made  his  first  speech  1810.  His  parliamentary  career  was 
long  and  productive  of  much  good.  In  1820-21,  when  Attorney-General,  he  successfully  advocated 
the  cause  of  Queen  Caroline  against  George  IV.  He  was  created  Baron  Brougham  and  Vaux 
1830.  He  was  Lord  Chancellor  from  1830  to  1834.  He  died  1868. 

Three-quarters  length.  Life  size.  Age  about  sixty-five.  Lord  Brougham  is 
addressing  the  House  of  Lords.  He  faces  front.  His  hair  is  grey  and  short, 
and  parted  on  the  left.  He  wears  a black  coat,  waistcoat  and  scarf,  shepherd’s 
plaid  trousers,  and  a silver  watch-chain.  His  right  hand  is  extended  and  his 
left  rests  on  his  hip.  The  background  represents  the  wall  of  the  House  and 
the  back  of  a red  bench. 

Bought  by  the  second  Duke  of  Wellington. 

Exhibited — New  Gallery,  1890-91. 

New  Gallery  (Victorian  Exhibition),  1891-92. 

Earl’s  Court  (Victorian  Era  Exhibition),  1897. 


214  JOHN  HOPPNER,  R.A.,  1758-1810. 

The  Right  Honourable  WILLIAM  PITT. 

Canvas.  5 5’-  X 43!  in. 

William  Pitt,  second  son  of  the  first  Earl  of  Chatham,  was  born  1759,  and  was  educated  at 
home  and  at  Cambridge.  He  was  called  to  the  Bar,  but  quitted  it  1780  when  he  was  elected  to 
Parliament,  and  soon  became  Chancellor  of  the  Exchequer  in  the  Shelburne  administration,  which 
was  displaced  by  the  Lord  North  and  Mr.  Fox  Coalition  17S2.  The  following  year  he  returned  to 
power  as  First  Lord  of  the  Treasury  and  Chancellor  of  the  Exchequer.  In  this  capacity  he 
carried  many  important  measures  in  spite  of  formidable  opposition.  He  opposed  the  power  of 
revolutionary  France,  and  saw  the  British  flag  triumphant  on  every  sea.  At  length  he  acceded  to 
the  wish  that  peace  should  be  made,  which  was  done  in  1801  under  Mr.  Addington.  The  experi- 
ment failed,  and  he  was  recalled  to  power  1804;  but  his  health  was  very  bad,  and  he  died  at 
Putney  1806,  and  was  buried  in  Westminster  Abbey. 
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Three-quarters  length.  Life  size.  Age  about  forty-five.  The  body  faces 

front,  with  head  slightly  inclined  left.  His  hair  is  grey,  short,  and  brushed 

back.  The  forehead  is  high  and  broad.  The  brows  protrude.  The  eyes  are 
light  brown.  The  nose  is  slightly  turned  up.  The  mouth  is  well  formed,  with 
full  lips.  Complexion  fresh.  He  is  clean  shaven.  He  wears  a white  neck-cloth, 

black  double-breasted  tail-coat  buttoned  in  front  except  the  last  button,  black 

waistcoat  and  black  breeches.  The  back  of  his  left  hand  rests  on  his  hip  and 
his  right  hand  on  a chair,  over  the  back  of  which  his  gold-embroidered  robe  is 
thrown.  Behind  the  chair,  forming  part  of  the  background,  is  a column,  left. 
The  remainder  of  the  background  is  a drapery,  mostly  in  shadow. 

‘ Athenceum'  April  io,  1852: — “A  fine  three-quarter  length  portrait  of  Mr.  Pitt 
(we  add  ‘ Mr.’  to  distinguish  him  from  his  father)  was  sold  during  the  present  week  at 
Messrs.  Christie  and  Manson’s  for  130  guineas.  It  was  an  admirable  specimen  of 

Ploppner’s  skill  in  catching  a likeness  while  he  was  taking  care  not  to  lose  sight 

of  the  particular  quality  for  which  his  sitter  was  distinguished.  Thus,  the  portrait 
unites  the  Mr.  Pitt  of  Putney  Heath  with  the  Mr.  Pitt  of  Dundas’s  table,  and  with 
the  Mr.  Pitt  ready  to  reply — or  rather  replying — to  Mr.  Fox.  Some  of  our  readers 
will  recollect  the  portrait  through  Clint’s  mezzotinto,  and  from  a duplicate  (if  not 
the  original  of  it)  exhibited  a few  years  ago  at  the  British  Institution  by  the  Marquis 
of  Normanby.  The  purchaser  was  the  Duke  of  Wellington.” 

‘ Quarterly ,’  xcii.  459. 

1 Athenceum,'  January  8,  1853. 

Collection — Lord  Liverpool,  1852. 

Bought  by  the  first  Duke  ofi  Wellington , 1852  ( Christie  and  Manson , April  5,  1S52,  lot  49)  for 
^136  IOJ. 


83  ROBERT  LEFEVRE,  1756-1830. 

PIUS  VII.  (GREGORIO  BARNABA  CHIARAMONTI). 

Canvas.  28^  x 23  in. 

This  VII.  was  born  1742;  succeeded  Pius  VI.  1S00;  and  died  1823. 

Head  and  shoulders.  Life  size.  Age  sixty-three.  The  Pope  is  sitting  on 
a red  chair,  facing  right,  with  face  inclined  to  the  front.  He  wears  a small 
white  skull-cap  at  the  back  of  his  head.  His  hair  is  black,  thin  and  curly, 
falling  to  the  shoulders.  His  brows  are  knitted,  and  his  eyebrows  are  short, 
straight  and  dark.  His  eyes  are  dark.  His  cheek  bones  are  high,  his  nose 


PORTICO  ROOM 


73 


aquiline,  his  lips  are  pursed,  with  full  under  lip,  and  his  chin  is  long.  He 
has  very  slight  black  whiskers.  Complexion  sallow.  He  wears  a gold- 
embroidered  red  velvet  ermine-fringed  cape.  Background  dark. 

Signed  “Robert  Lef6vre  ft  1805  a Paris”  on  the  right  of  the  canvas. 

‘ Quarterly xcii.  458. 

Bought  by , or  presented  to , the  pint  Duke  of  Wellington. 


170  SIR  JOSHUA  REYNOLDS,  P.R.A.,  1723-1792. 

PORTRAIT  OF  HIMSELF. 

Panel.  29^  X 24I  in. 

Joshua  Reynolds  was  born  1723.  He  studied  painting  under  Hudson  for  three  years.  In 
1746  he  went  to  Italy,  and  in  1752  settled  in  London,  and  soon  rose  to  the  top  of  his  profession. 
On  the  establishment  of  the  Royal  Academy  he  was  appointed  president  and  knighted.  In  1783  he 
was  appointed  principal  painter  to  the  King.  He  died  1792,  and  was  buried  in  St.  Paul’s  Cathedral. 

Head  and  shoulders.  Life  size.  Age  about  sixty.  His  body  is  inclined  to 
the  right,  with  face  turned  towards  the  front.  His  hair  is  white  and  brushed 
back  off  the  forehead  and  temples  ; above  the  ears  it  stands  out  considerably 
from  the  face.  His  forehead  is  high  and  broad.  His  eyes  are  dark,  and  his 
mouth  somewhat  small,  with  a long  upper  lip.  He  is  clean  shaven.  His  nose 
is  slightly  thick.  He  wears  spectacles.  Complexion  fresh.  He  wears  a white 
tie  round  his  neck,  and  a white  waistcoat  folded  back  in  front  and  showing  a 
white  frill.  His  coat  is  grey,  with  a turned  down  collar.  His  left  arm  is 
extended.  Background  dark. 

Collectioti — Mr.  W.  B.  Beaumont,  1881. 

Bought  by  the  second  Duke  of  Wellington , 1882,  ^262  1 os.,  from  Messrs.  Henry  Graves  & Co., 

who  had  purchased  it  about  a year  before  from  Mr.  Martin  Colnaghi.  The  latter  purchased 
the  picture  at  Christie's,  July  1881  (lot  239),  for  £17  17 s. 


32  SIR  DAVID  WILKIE,  R.A.,  1785-1841. 

LADY  LYNDHURST. 

Canvas.  35 1 X 27^  in. 

Sarah-Garay,  Lady  Lyndhurst,  was  the  daughter  of  Charles  Brunsden,  Esq.,  and  widow  of 
Lieut.-Colonel  Charles  Thomas,  1st  Foot  Guards,  who  fell  at  Waterloo.  She  married,  1819,  Lord 
Lyndhurst  (Lord  Chancellor  of  England  1827-1830,  1834-1835,  1841-1846),  and  died  1834. 

L 
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Kitcat.  Life  size.  Lady  Lyndhurst  is  sitting,  facing  front.  Her  hair 

is  black,  falling  in  ringlets  down  the  sides  of  her  face.  Her  eyebrows  are 
black  and  thick,  and  her  eyes  dark  and  small.  Her  nose  is  long  and 

her  mouth  well-formed.  Complexion  somewhat  sallow.  She  wears  a white 
low-necked  gown  with  full  sleeves.  In  her  hair  are  two  roses,  and  a black 

pink-lined  mantilla  hangs  down  to  her  waist  from  over  a high  comb  at  the 
back  of  the  head.  Round  her  neck  is  a black  ribbon,  the  ends  of  which  pass 
through  a gold  and  emerald  ring.  Her  hands  are  crossed  in  front  of  the 

body.  On  her  left  wrist  is  a jewelled  bracelet.  Background  dark. 

Signed  “ D.  Wilkie,  1831”  (indistinctly)  on  the  sleeve  of  the  right  arm. 

The  following  letters  refer  to  the  purchase  of  this  picture : — 

Monday  [July  26,  1S31],  George  Street. 

Dear  Duke  of  Wellington, — Pardon  me  for  intruding,  but  I must  say  a few  words 
about  that  portrait  of  Mr.  Wilkie.  I have  been  extremely  ill — so  ill  that  my  husband 
left  the  Circuit  to  see  me.  I mentioned  to  him  your  conversation  respecting  that  portrait, 
and  he  said  that  if  you  really  had  a fancy  to  take  it  of  Mr.  Wilkie,  he  had  no  sort  of 
objection;  but  perhaps  what  you  said  was  in  joke;  if  so,  pray  think  no  more  about  the 
matter.  I would  not  now  intrude  upon  you  as  you  so  evidently  desire  to  decline  my 
acquaintance,  but  that  it  is  requisite,  before  I leave  London,  to  decide  the  fate  of  this 
horrid  picture.  I intend  to  do  all  I can  to  lure  my  husband  away  from  his  duties 
as  a peer,  and  to  take  him  completely  out  of  politics.  I am  an  unlucky  body  : those 
who  would  live  with  me  and  have  always  been  kind  to  me — the  Whigs — somehow 
since  they  have  been  in  power  I can’t  take  to  as  I did  when  they  were  in  opposition  ; 
and  those  I have  of  late  tried  to  join — the  party  of  w’hich  you  are  the  head — so 
pointedly  dislike  me,  particularly  you  the  head  thereof — and  draw  away  from  me — that 
I am  resolved  to  leave  no  stone  unturned  to  take  my  Lord  entirely  from  all  connection 
with  any  political  party  whatsoever.  I mean  to  devote  myself  entirely  to  effect  this.  I 
am  quite  aware  that  to  you  this  must  be  a matter  of  complete  and  entire  indifference, 
and  that  you’ll  say,  ‘ What  in  the  name  of  heaven  does  the  woman  bore  me  with  this 
[for]  ? What  can  I care  what  Lord  L.  does  ? ’ This  I know ; but  I detest  to  appear 
false,  and  as  I have  lately  expressed  myself  very  decidedly  I — for  my  own  satisfaction 
— choose  to  acquaint  you  with  the  change  in  my  political  feelings. 

With  the  utmost  respect,  &c., 

(Signed)  H.  G.  Lyndhurst. 

[Although  it  is  only  the  commencement  of  this  letter  which  refers  to  the  picture, 
it  has  been  given  in  its  entirety  as  being  characteristic  of  the  politics  of  the  day.] 

Kensington,  August  4,  1831. 

My  Lord  Duke, — Being  just  now  honoured  by  a note  Irom  Lady  Lyndhurst  from 
Tunbridge  Wells,  by  which  I feel  most  fully  authorised  on  the  part  of  her  ladyship 
and  my  Lord  Lyndhurst  (by  whose  order  I painted  the  picture)  to  deliver  the  portrait 
to  your  Grace,  I am  therefore  most  highly  gratified  in  having  it  in  my  power  to  give 
my  most  ready  accordance  to  your  Grace’s  desire  to  possess  the  picture,  considering 
such  a destination  of  it  as  the  highest  compliment  my  humble  labours  can  receive. 
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Your  Grace  will  therefore  with  this  please  to  receive  the  portrait,  with  the  accompanying 
statement,  agreeable  to  your  Grace’s  commands. 

I have  the  honour  to  be,  &c. 

(Signed)  David  Wilkie. 

EXTRACT  FROM  ENCLOSED  STATEMENT. 

August  4,  1831. 

To  portrait  of  Lady  Lyndhurst,  kitcat  size,  including  gilt  frame,  £126. 

Waageti , ‘ Art  atid  Artists,’  ii.  294: — “A  bust  of  Lady  Lyndhurst;  a charming 
picture  in  the  full,  deep  tone  of  the  Spanish  School.” 

'•Athenaeum ,’  July  2,  1842,  586. 

Cunningham,  ‘ Life  of  Wilkie ,’  iii.  48: — “1831.  In  the  May  exhibition  of  the  Royal 
Academy  in  this  year,  Wilkie  had  two  portraits — a head  of  Lady  Lyndhurst  and  a full 

length  of  Lord  Melville Lady  Lyndhurst  found  many  admirers,  and  in  the  Duke 

of  Wellington  a purchaser.  It  is  a noble  piece  of  colour  like  Rembrandt  all  over,  and 
has  but  one  defect — the  eyes  are  too  small.” 

Hazlitt,  ‘ Criticisms  on  Art,'  Appendix  lvi. 

* Quarterly ,’  xcii.  466. — “ Portrait  by  Wilkie  of  the  late  beautiful  Lady  Lyndhurst, 

dressed  as  a Spaniard On  the  neck  of  the  dark-glancing  lady  may  yet  be 

seen  a spot,  the  mark  of  the  beast,  and  the  point  of  a tale.  The  picture  had  just 
been  sent  home,  and  was  placed  in  the  Duke’s  library,  where  he  was  writing,  when 
the  house  was  surrounded  by  the  patriots  bent  on  reform.  Soon  a stone,  breaking  a 
pane  of  glass,  whizzed  over  his  head  and  pierced  the  canvas.” 

Waagen,  ‘ Treasures ,’  ii.  277. 

Mr.  Martin,  in  his  MS.  notes  respecting  the  Apsley  House  pictures,  says  that  this 
picture — while  standing  on  the  floor  of  the  library  at  Apsley  House  previous  to  being 
hung  up — was  damaged  by  a stone  flung  by  the  rioters  through  the  closed  windows. 

Wilkie,  who  examined  the  picture  at  the  Duke’s  request,  after  the  accident  above 
referred  to  by  Mr.  Martin,  wrote  to  the  Duke,  October  31,  1831,  stating  that  although 
the  canvas  as  well  as  the  paint  had  suffered,  he  would  be  able  to  retouch  it,  which  he 
eventually  did  by  desire  of  the  Duke. 

Bought  by  the  first  Duke  of  Wellington,  1831 , from  Mr.  Wilkie  for  ^'126,  inclusive  of  frame. 

Exhibited — British  Institution,  1842. 


217  JOHN  BURNET,  1784-1868. 

THE  GREENWICH  PENSIONERS. 

Panel.  38  x 59).  in. 

This  picture  represents  a group  of  Greenwich  pensioners  and  others, 
assembled  on  the  hill  overlooking  Greenwich  Hospital  in  the  direction  of  the 
Thames,  on  an  anniversary  of  Lord  Nelson’s  victory  at  Trafalgar.  In 
the  left  foreground,  close  to  some  trees,  in  the  branches  of  which  are 
two  boys  and  a union-jack,  is  a table  covered  with  a white  cloth,  on  which 
are  a joint,  which  an  old  white-haired  pensioner  is  carving,  a knife,  fork,  &c. 
At  the  corner  of  the  table,  left,  sits  another  bare-headed  pensioner,  with  a 
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wooden  leg,  giving  a light  from  his  pipe  to  a younger  one,  who  wears  a 
cap  with  a gold  band,  and  leans  down  to  light  his  cigar  from  his  comrade’s 
pipe.  Behind  these  stands,  stick  in  hand,  another  old  sailor,  wearing  a three- 
cornered  hat,  close  to  whom  are  two  women,  one  bare-headed  and  the  other 
with  a bonnet,  who  are  looking  down  at  a picture  of  Nelson,  which  another 
pensioner  seated  at  the  table  holds  up  for  their  inspection.  At  the  far  end  of 
the  table  sits  a young  soldier  holding  a pewter  pot  in  his  outstretched  arm. 
Near  him  a pensioner  is  leaning  forward  and  filling  a horn  for  a girl  in  a light 
gown  and  white  cap  sitting  at  the  table  opposite  to  the  one-legged  pensioner. 
The  girl’s  bare  arms  are  both  outstretched,  and  in  her  right  hand  is  a small 
oak  branch.  Standing  beside  her  is  a child,  also  with  an  oak  branch  in  its 
hand,  who  is  leaning  down  towards  another  sitting-  on  the  ground  and  holding 
a pewter  pot  in  its  hand.  On  the  ground  beside  the  latter  are  an  earthen 
jar,  with  a metal  funnel  attached  to  it,  and  a large  circular  basket,  in  which 
are  exhibited  for  sale,  fruit,  songs,  and  long  slips  on  which  “ England  expects 
every  man  to  do  his  duty  ” is  printed.  By  the  side  of  the  girl  sits  a pensioner 
filling  his  pipe,  and  beyond  him  is  a man  carrying  a child.  Near  to  these 
stands  an  old  white-haired  pensioner,  wearing  a three-cornered  hat,  who  is 
pointing  out  the  position  of  Trafalgar  on  a map  held  out  by  a boy  in  front 
of  him.  By  his  side  is  another  boy  with  a sextant  in  his  hand,  close  to  whom 
stands  a child  with  a drum,  clinging  to  the  gown  of  its  mother,  who  stands 
beside  it.  Her  husband,  a sailor  of  H.M.S.  Victory,  stands  beside  her  with 
his  arm  round  her  waist  and  holding  his  white  hat  high  in  the  air  with  his 
right  hand.  Behind  these  are  an  old  man  and  a lad  with  pewter  pots  slung 
on  his  back.  A little  further  off,  right,  are  a group  of  pensioners  eating, 
drinking  and  conversing.  A small  boy  is  near  them  attending  to  a stove. 
In  the  right  foreground  is  a bottle-basket  with  one  bottle  left  in  it.  “The 
Ed  Nelson”  is  printed  on  one  end  of  it.  On  the  ground  close  by  are  a 
lantern,  a three-cornered  hat  on  a white  cloth,  and  a folded  flag.  In  the  far 
distance,  right,  a man-of-war  is  seen  in  the  river,  saluting  in  honour  of  the 
occasion.  On  the  ground,  centre  foreground,  are  a crutch,  a cork  and  the 
end  of  a cigar.  The  sky  is  blue  and  cloudy. 

Signed  on  a tree,  left,  Jn0  B 


Oct.  2 i 
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This  picture  was  finished,  and  an  engraving  of  it  in  progress,  in  June  1835,  f°r 
on  the  10th  of  that  month  Mr.  Burnet  writes  to  the  Duke  asking  him  to  see  the 
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picture,  adding  that  many  persons,  including  the  King,  had  expressed  a desire  that 
it  should  be  shown  to  him,  inasmuch  as  he  possessed  the  companion  picture,  Wilkie’s 
“ Chelsea  Pensioners.”  In  the  same  letter  Mr.  Burnet  alludes  to  the  engraving  as 
being  in  an  advanced  state,  and  in  the  following  year  it  was  completed. 

In  a letter  to  the  first  Duke  of  Wellington,  dated  March  29,  1841,  Mr.  Burnet 
writes  : — “ Permit  me  to  express  my  warmest  thanks  for  the  honor  and  kindness  your 
Grace  has  done  me  in  purchasing  my  picture  of  the  Greenwich  Pensioners.  I beg  to 
assure  your  Grace  that  nothing  could  be  more  gratifying  to  my  feelings ; and  by  its 
now  being  placed  in  the  same  collection  with  Sir  David  Wilkie’s  inimitable  picture 
of  the  Chelsea  Pensioners,  you  have  stamped  a value  and  consequence  on  the  work, 
which  no  other  collection  could  confer.” 

‘ Athenceum]  June  4,  1836: — “‘The  Greenwich  Pensioners,’  painted  and  engraved 

by  John  Burnet The  talent  which  could  produce  such  a picture  and  transfer 

it  to  copper  is,  we  regret  to  say,  rare  in  England.  Of  the  original  we  have  heretofore 
spoken;  it  is  in  every  sense  of  the  word  a national  work,  associated  in  thought  and 
feeling  with  names  that  must  ever  be  dear  to  Englishmen,  and  that  will  live  so  long 
as  a record  shall  remain  of  the  eventful  history  of  the  nineteenth  century.  The  scene, 
too,  in  itself  has  a touching  history  and  beauty.  Here  are  the  veterans  who  fought  at 
Trafalgar,  assembled  in  Greenwich  Park  in  sight  of  the  noble  palace  which  the  nation 
has  so  worthily  appropriated,  to  celebrate  the  anniversary  of  that  glorious  day ; and 
their  sons,  to  whose  good  right  arms  is  now  entrusted  the  meteor  flag ; and  their 
grandsons,  who  will  uphold  its  honour  and  transfer  it  unsullied  to  succeeding  generations ; 
and  their  wives  and  daughters,  whose  light-hearted  joyousness  spreads  like  sunlight  over 
the  picture,  are  rejoicing  with  them.  We  have  perhaps  some  critical  objections,  but  are 
not  in  a humour  to  record  them  here  ; and  as  for  the  engraving  we  consider  it  a triumph 
of  British  art,  and  superior  even  to  the  “ Chelsea  Pensioners  ” by  the  same  artist. 

1 Art  Journal ,’  1S50,  276  (“Autobiography  of  John  Burnet”): — “.  ...  for  the 
copyright  of  the  Wellington  picture  recently  in  the  Academy  he  [Mr.  Graves]  has 
agreed  to  give  the  same  large  sum  [three  thousand  guineas].” 

'■Illustrated  London  News ,’  November  20,  1852. 

‘ Athenoeum]  January  8,  1S53. 

‘ Quarterly ,’  xcii.  455. — “The  companion-work  had  for  its  inventor,  painter,  and 
engraver  Mr.  Burnet — who,  as  Wilkie  declined  the  subject,  set  up  his  easel,  at  Greenwich 
itself,  amid  the  living  models  of  the  Hospital.  When  it  was  finished  our  Sailor-King, 
William  IV.,  had  it  brought  to  him,  but  on  hearing  that  three  years  would  be  required 
to  engrave  it,  replied  ‘ that’s  a life-time,’  and  sent  it  back.  When  the  Duke  bought  the 
print  of  Mr.  Graves  the  picture  was  suggested  to  him,  and  on  being  assured  that  its 
purchase  by  him  would  be  very  beneficial  to  the  artist,  he  at  once  paid  down  five 
hundred  guineas,  the  price  asked.  When  Mr.  Burnet  thanked  him  for  having  placed  it 
near  Wilkie’s,  the  Duke  replied — ‘Aye,  and  it  will  remain  so,  as  I have  made  it  one  of 
the  heirlooms  ’ ; and  it  may  be  added  the  last  order  given  by  the  Duke  on  leaving 
Apsley  House  never  to  return,  was  to  ‘ have  this  picture  revarnished.’  ” 

Bryan , ‘ Dictionary , etc.'  (1886),  i.  203. 

Bought  for  the  first  Duke  of  Wellington , 1841,  by  Messrs.  Hodgson  and  Graves , to  whom  he  paid 
£$2$  for  it. 

Exhibited — British  Institution,  1836. 

Engraved  by  John  Burnet  (painter  of  the  picture),  1836. 
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218  JAMES  SWINTON,  about  1820-1888. 

ELIZABETH,  MARCHIONESS  OF  DOURO,  subsequently  DUCHESS  OF  WELLINGTON. 

Canvas . 43^  x 33}  in. 

Lady  Elizabeth  Hay,  daughter  of  George,  eighth  Marquis  of  Tweeddale,  married  Arthur 
Richard,  second  Duke  of  Wellington  1839.  She  was  Bedchamber  Woman  to  the  Queen  1843-58, 
and  Mistress  of  the  Robes  1861-68  and  1874. 

Three-quarters  length.  Life  size.  She  is  seated,  facing  front,  with  face 
inclined  left.  Her  hair  is  dark,  falling  in  flat  bands  to  her  cheeks.  Complexion 
fresh.  She  wears  a low-necked  white  tulle  gown  with  a pink  bow  in  front. 
Over  her  shoulders  is  a red  embroidered  shawl.  Her  hands  are  clasped  and 
rest  on  a drapery  thrown  over  the  back  of  a chair.  Background  dark. 

‘ Athenceum'  June  1,  1844. 

‘ Quarter ly,’  xcii.  467. 

Bought  by  the  first  Duke  ofi  Wellington  from  the  artist. 

Exhibited — Royal  Academy,  1844. 

11  SIR  DAVID  WILKIE,  R.A.,  1785-1841. 

CHELSEA  PENSIONERS  READING  THE  WATERLOO  DESPATCH. 

Canvas.  3 64  x 6o.\-  in. 

The  following  description  of  this  picture  is  taken  from  Cunningham’s  1 Life  of  Wilkie,’  ii.  76  : — 

“ There  are  fifteen  prominent  characters  who  perform  leading  parts  in  this 
martial  drama,  besides  a number  of  subordinate  personages,  who  contribute  to 
the  general  joy  by  supplying  the  tables  with  drink,  the  feet  with  music,  and 
the  mouth  with  savory  food  : 1,  an  orderly  of  the  Marquis  of  Anglesey’s 

Lancers,  who  brings  the  Gazette  of  the  battle ; 2,  an  artilleryman,  who 

throws  down  his  knapsack,  and  is  speaking  to  the  lancer,  to  whom  several 
hands  are  offering  liquor  in  exchange  for  his  intelligence  ; 3,  a sergeant  of  the 
gallant  forty-second,  a Macgregor  from  Glengarry,  who  fought  at  Barossa,  stands 
listening  to  the  comments  of  the  lancer,  as  well  as  the  words  of  the  Gazette, 
and  seems  ready  to  exclaim,  ‘ Bravo,  the  brave  forty-second  ! ’ 4,  a soldier  of 
the  Hanoverian  Legion,  a corps  distinguished  at  Waterloo  ; 5,  a Life  Guards- 
man, whose  regiment  united  with  the  Greys,  the  Blues  and  the  Enniskillens  in 
repelling  the  desperate  charges  of  the  French  Cuirassiers  ; 6,  an  old  Pensioner 
who  was  with  Wolfe  at  Quebec,  and  who  reads  aloud,  but  without  emotion,  the 
Gazette  of  Waterloo : this,  as  well  as  many  others,  is  a portrait ; 7,  a soldier’s 
wife,  pressing  eagerly  forward  to  see  if  her  husband’s  regiment  has  many  slain  ; 
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her  face,  from  which  the  colour  has  fled,  and  her  agonised  look,  intimate  that 
much  blood  has  been  shed,  and  that  she  fears  the  babe  she  carries  is  fatherless 
and  herself  a widow  ; 8,  a veteran  whose  appetite  has  survived  all  the  vicissitudes 
of  war,  and  whose  love  of  good  cheer  is  only  suspended  for  a moment  by  the 
great  news : his  mouth  seems  to  open  naturally  for  the  oyster  which  he  has 
lifted  on  his  fork;  9,  a negro  of  the  Band  of  Foot  Guards,  who  was  once  a 
servant  of  the  celebrated  Moreau,  and  accompanied  him  in  his  retreat  through 
the  Black  Forest;  10,  a soldier  from  India,  who  fought  in  the  battle  of  Assaye, 
and  served  too  under  the  Marquis  of  Granby;  n and  12,  an  Irishman  of  the 

1 2th  Dragoons  telling  the  news  to  a veteran  who  seems  hard  of  hearing;  his 

pipe  dropping  insensibly  from  his  hand  ; both  are  touched  with  liquor,  and  the 
younger  seems  saying  to  the  elder,  ‘ Bunker’s  Fd ill  was  but  a cock-fight  to  this’  ; 

1 3,  a sergeant  of  the  Oxford  Blues  who  shared  in  the  battle  of  Vittoria ; at  his 

feet  is  a black  dog,  known  to  the  officers  and  men  by  the  name  of  ‘ The  Old 
Duke,’  which  followed  the  regiment  all  over  Spain  ; the  sergeant  holds  up  his 
little  son,  and  his  looks,  as  well  as  those  of  his  wife,  seem  to  say,  ‘ An  if  ye 
live  to  be  a man’  ; 14,  a soldier  of  the  Foot  Guards,  stretching  himself  anxiously 
out  from  one  of  the  windows  of  the  ‘ Duke  of  York  ’ public-house,  anxious  to 
hear  what  the  Gazette  says;  15,  an  out-door  Pensioner,  who,  on  his  way  to 
have  his  keg  and  can  replenished,  halts  to  hear  the  news  ; his  wounded  hand  and 
the  wooden  leg  denote  that  he  has  been  where  blows  are  abundant.  To  this 
barren  roll-call  of  names  I may  add,  that  the  joy  is  great,  the  drink  plentiful,  and 
the  whole  scene  animated  and  picturesque.  The  faults  found  with  this  picture 
were  far  from  numerous.  Some  questioned  the  succession  of  portraits  of  men 
whose  deeds  and  wounds  had  no  connection  with  Waterloo  ; but  this  was  not 
considered  a demerit  by  those  who  sought  not  very  curiously  into  the  sources 
of  pleasure,  and  who  felt  that  Wellington’s  Waterloo  heroes  could  not  be  present 
in  Chelsea  when  the  Gazette  Extraordinary  came  out.  Others,  with  more  pro- 
priety, observed  that  to  eat  oysters  in  June  was  contrary  to  Act  of  Parliament, 
though  not  contrary  to  nature,  whose  word  to  them  was,  kill  and  eat.  To  Wilkie, 
who  was  not  conscious  of  having  made  any  unusual  exertion,  the  public  rapture 
was  both  startling  and  pleasing.” 

Signed,  “Wilkie,  1822,”  at  the  bottom  of  the  picture,  left  centre. 

Hay  don,  lLife  of 7 i.  323. 

Cunningham , ‘ Life  of  Wilkie ’ i.  453,  [Extract  from  a letter  to  Sir  George  Beaumont, 
dated  Kensington,  December  12,  1816]  : — “ I cannot  refrain  from  mentioning  that  the 
Duke  of  Wellington  has  commissioned  me  to  paint  him  a picture,  and  that  when  he  was 
last  in  England  he  called  upon  me  with  some  friends  to  give  me  the  subject.  He  wants 
it  to  be  a number  of  soldiers  of  various  descriptions  seated  upon  the  benches  of  the 
door  of  a public-house  with  porter  and  tobacco  talking  over  their  own  stories.” 


So 
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Cunningham , ‘ Life  of  Wilkie ,’  ii.  18  [Extract  from  Wilkie’s  Diary]  : — “July  12,  1819. 
Called  at  Apsley  House ; Mr.  Long  there ; and  after  waiting  a considerable  time  the 
Duke  of  Wellington  came  from  a review  in  the  Park.  He  showed  Mr.  Long  the  two 
sketches  of  the  Chelsea  Pensioners,  stating  what  he  liked  and  disliked,  and  observing 
that  out  of  the  two  a picture  might  be  made  which  would  do.  He  preferred  the  one 
with  the  young  figures ; but,  as  Mr.  Long  remonstrated  against  the  old  fellows  being 
taken  out,  the  Duke  agreed  that  the  man  reading  should  be  a pensioner  besides  some 
others  in  the  picture.  He  wished  that  the  piper  might  be  put  in,  also  the  old  man 
with  the  wooden  leg ; but  he  objected  to  the  man  with  the  ophthalmia.  Mr.  Long 
preferred  the  composition  of  the  first  sketch  in  the  grouping  on  the  right  hand.  I 
then  asked  the  Duke  if  I might  now  begin  the  picture,  and  he  said  immediately,  if  I 
pleased.  I brought  the  sketches  home  with  me.” 

Cunningham , ‘ Life  of  Wilkie,’  ii.  53: — “At  the  time,”  says  Mrs.  Thomson,  “that 
Mr.  Wilkie  was  employed  on  his  picture  of  the  Chelsea  Pensioners  we  lived  on  his 
road  from  Kensington  to  Chelsea  College,  and  remember  his  frequent  and  toilsome 
walks  to  that  low  region  called  Jews’  Row  to  sketch  an  old  projecting  house,  under 

the  shadow  of  which  some  of  his  groups  were  placed I remember  ....  how  he 

rejoiced  over  the  picturesque  attributes  of  Jews’  Row It  is  a low  Teniers-like  row 

of  extremely  mean  public-houses,  lodging-houses,  rag-shops,  and  huckster-shops,  on  the 
right  hand  as  you  approach  Chelsea  College.  It  is  the  Pall  Mall  of  the  Pensioners,  and 
its  projecting  gables,  breaks,  and  other  irregularities  were  admirably  suited  in  the  artist’s 
opinion  for  the  localities  of  the  picture  which  then  was  formed  in  his  mind.  There  is, 
you  know,  a young  child  in  the  picture  half  springing  out  of  its  mother’s  arms ; the 
attitude  of  the  child,  which  is  nature  itself,  was  suggested  by  a momentary  motion 
which  he  observed  in  one  of  my  children,  and  he  asked  again  and  again  to  see 
the  child  in  order  to  confirm  that  impression  and  fix  the  same  effect.” 

Cunningham,  * Life  of  Wilkie ,’  ii.  50  : — “ The  Waterloo  Gazette  was  like  a spell 
on  Wilkie  during  the  whole  of  the  year  1821,  and  as  far  into  the  succeeding  year  as  the 
month  of  April,  when  it  went  to  the  exhibition.” 

Cunningham,  ’life  of  Wilkie,’  ii.  68  [Extract  from  Wilkie’s  Diary] : — “Feb.  27,  1822. 
Plad  the  honour  of  a call  from  the  Duke  of  Wellington  to  see  the  picture;  he  seemed 
highly  pleased  with  it ; took  notice  of  the  black’s  head  and  old  Doggy,  and  of  the  black 
dog  which  followed  the  Blues  in  Spain ; observed  that  it  was  more  finished  than  any  I 
had  done  ; was  interested  with  what  I told  him  of  the  people  and  where  they  had  served, 
and  seemed  pleased  with  the  young  man  at  the  table,  and  with  the  circumstance  that  old 
Doggie  had  been  at  the  Siege  of  Gibraltar.”  [Extract  from  Wilkie’s  Diary.] — “April 
13,  1822.  To  the  Royal  Academy,  where  I found  that  the  Committee  of  arrangement 
placed  the  picture  of  the  Chelsea  Pensioners  in  the  centre  on  the  fireplace  with 
Jackson’s  portrait  of  the  Duke  of  York  on  one  side  and  Lawrence’s  portrait  of  the 
Duke  of  Wellington  on  the  other.” 

The  crushing  and  crowding  to  gaze  at  this  celebrated  picture  alarmed  the  artist 
for  its  safety,  and  he  wrote  asking  that  a railing  might  be  placed  round  the  picture  to 
protect  it,  which  was  done. 

Cunningham,  lLife  of  Wilkie',  ii.  74  : — “ The  battle  of  Waterloo  itself  made  scarcely 
a greater  stir  in  the  land  than  did  “ The  Reading  of  the  Gazette  ” when  it  appeared 
in  the  Academy  Exhibition.  The  hurry  and  the  crush  of  all  ranks  to  see  it,  which 
Wilkie  has  described  in  his  Journal,  was  surpassed  by  the  reality ; a crowd  in  the 
shape  of  a half-moon  stood  before  it  from  morning  to  night.” 


PORTICO  ROOM 


81 


Cunningham , 1 Life  of  Wilkie,' i\.  72  [Extract  from  Wilkie’s  Diary]: — “1822,  July  20. 
Received  a note  from  the  Duke  of  Wellington  asking  what  he  was  indebted  for  the 
picture.  This  picture  contains  60  figures,  and  took  me  full  sixteen  months’  constant 
work  besides  months  of  study  to  collect  and  arrange.  It  was  ordered  by  the  Duke 
in  the  summer  of  1816,  the  year  after  the  battle  of  Waterloo.  His  Grace’s  object  was 
to  have  British  soldiers  regaling  at  Chelsea,  and,  in  justice  to  him  as  well  as  to  myself, 
it  is  but  right  to  state  that  the  introduction  of  the  Gazette  was  a subsequent  idea  of 
my  own  to  unite  the  interest  and  give  importance  to  the  business  of  the  picture.” 
“July  22.  Sent  the  picture  to  Apsley  House  with  a bill  of  the  price,  which,  after 
mature  consideration,  I put  at  ^1260 — twelve  hundred  guineas.”  “July  25.  At  the 
Duke’s  request  waited  upon  him  at  Apsley  House,  when  he  counted  out  the  money 
to  me  in  bank  notes,  on  receiving  which  I told  his  Grace  that  I considered  myself 
handsomely  treated  by  him  throughout.” 

‘ Morning  Chronicle,'  May  7,  1822  : — ‘“The  Chelsea  Pensioners  receiving  the  London 
Gazette  Extraordinary  of  Thursday,  Jujie  22,  1815,  announcing  the  Battle  of  Waterloo: 
D.  Wilkie,  R.A.’  The  subject  of  this  picture  is  well  chosen  for  the  display  of 
Mr.  Wilkie’s  peculiar  talents.  It  embraces  a great  scope  of  individual  character 
and  popular  expression.  The  effect  of  the  news  upon  the  crowd  is  preserved  with 
a due  attention  to  the  character  and  occupation  of  the  persons  who  compose  it;  of 
course  the  feeling  of  loyal  exaltation  is  the  pervading  if  not  the  only  one.  All  who 
hear  the  Gazette  rejoice  as  if  the  overthrow  of  Napoleon  were  the  salvation  of  England ! 
But  the  joy  is  expressed  in  different  ways,  corresponding  to  the  habits  and  propensities 
of  the  persons  concerned.  There  are  some  groups  which  are  in  the  very  best  style 
of  Wilkie,  particularly  that  of  the  grave  and  sententious  old  Chelsea  Pensioner  to 
whom  the  younger  and  more  animated  Life  Guardsman  addresses  himself,  and  that  of 
the  soldier  and  the  females  on  the  right  of  the  picture,  and  the  oyster  woman  and 
her  customers.  The  Highland  enthusiasm  gives  great  variety  and  relief  to  the  general 
expression,  and  the  group  about  the  newspaper  is  most  characteristically  described. 
The  colouring  is  superior  to  that  of  some  of  the  paintings  of  this  artist ; it  has  breadth, 
solidity,  and  firmness,  and  is  of  a very  clear  and  mellow  tone.  The  sky  and  all  the 
accompaniments  are  judiciously  painted,  and  in  unison  with  the  main  subject.” 

In  a letter  dated  September  17,  1828,  in  reply  to  Wilkie’s  request  that  the  Duke 
would  lend  him  the  picture  for  the  purpose  of  being  engraved,  the  time  required  for  which 
would,  Wilkie  said,  be  three  or  four  years,  the  Duke  wrote : “ It  will  be  quite 
impossible  for  the  Duke  to  allow  the  picture  to  remain  at  Mr.  Wilkie’s  engravers  for 
three  or  four  years  consecutively.  The  Duke  will  lend  the  picture  at  periods  at  which 
it  will  not  be  inconvenient  to  him  to  part  with  it.  On  the  day  that  he  will  require  it 
he  must  have  it  again.”  These  conditions  were  accepted  by  Wilkie. 

The  Scottish  Academy  had  great  difficulty  in  persuading  the  Duke  to  lend  them 
the  picture  for  exhibition.  The  Duke’s  reluctance  arose  from  the  fact,  as  he  says 
in  one  of  his  letters,  of  this  and  other  pictures  belonging  to  him  having  been  considerably 
damaged  on  former  occasions  when  sent  into  the  country  for  a similar  purpose.  Captain 
Basil  Hall,  on  behalf  of  the  Academy,  promised  that  every  precaution  should  be  taken 
against  accident,  and  that  he  would  personally  superintend  its  unpacking,  hanging,  and 
packing  for  return.  In  a letter  to  the  Duke,  dated  February  21st,  1837,  in  which 
Captain  Hall  announces  the  safe  arrival  of  the  picture,  he  says  : “ It  was  immediately 
placed  in  the  situation  which  had  been  left  blank  for  it,  in  the  best  light  which  the 
room  affords;  and,  though  the  day  was  rainy,  cold,  and  windy,  and  no  measures  had 
been  taken  to  announce  the  arrival  of  the  picture,  the  news  spread  through  the  town, 
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and  such  was  the  crowd  that  it  became  a matter  of  no  small  labour  to  get  near  the 
spot.  The  gentlemen  of  the  Academy  have  very  properly  placed  a railing  in  front  of 
the  picture  to  prevent  the  spectators  from  pressing  too  closely  upon  it.” 

Waageti,  1 Art  and  Artists ,’  ii.  294  : — . . The  impression  made  on  the  aged  veterans 
is  expressed  with  great  variety,  spirit  and  humour  in  the  rich  composition ; the  execution 
is  careful,  but  the  effect  is  not  so  great  as  in  his  other  works,  because  the  general  tone 
is  very  light,  and  in  parts  weak.” 

‘ Athenceum,'  June  25,  1842. 

‘ Athenceum,’  July  2,  1842: — “No.  14,  ‘The  Chelsea  Pensioners,’  1822.  This  is 
esteemed  Wilkie’s  greatest  work  by  many  critics,  especially  artists.  And  it  has 
many  claims  to  that  high  distinction.  Its  general  effect  is  powerful,  its  detail  most 

varied,  teeming  over  with  mental  riches.  Certain  of  the  characters  are  unsurpassed 

for  graphic  truth  of  delineation,  and  for  exquisite  painting : the  groups  are  fine 

pictures  by  themselves ; the  subject  would  be  intelligible  to  an  idiot,  as  far  as  that 
it  was  news  of  a victory,  and  to  every  one  besides,  but  an  absolute  ignoramus,  that  it 
was  Dispatches  from  Waterloo ; so  well  seized,  and  selected,  and  set  forth  are  the 
circumstances.  We  admire  its  numberless  shining  points  which  would  trouble  us  little 
less  to  catalogue  than  the  fixed  stars,  for  the  more  intimately  they  are  observed  the 
more  infinite  do  they  seem.  Yet,  and  after  all  that  can  be  said  or  sung  in  its  praise, 

we  doubt  if  it  be  Wilkie’s  chef-cP oeuvre.  It  has  tremendous  faults  to  balance  its 

transcendent  merits.  We  do  not  know  one  of  Wilkie’s  good  pictures  which  congregates 
and  exaggerates  so  many  of  his  defects,  and  metamorphoses  so  many  of  his  beauties 
into  blemishes.  It  strikes  us  as  the  most  artificial  among  these  productions ; even 
its  most  natural  objects  have  an  air  of  the  prcpe?ise  about  them — it  is  composed  rather 
than  inspired.  Nevertheless,  its  composition,  though  skilful  pictorially,  we  think 
poetically  erroneous ; it  seems  painted  piecemeal,  and,  by  dispersing  the  masses  to 
people  corners,  diminishes  the  unity  of  action ; such  dispatches  read  for  the  first  time 
(which  the  reader’s  face  certifies  with  marvellous  expressiveness)  would  make  but  one 
group  of  all  listeners,  while  here  much  fewer  collect  round  the  centre  of  attraction  than 
stand  away  from  it — some  to  hear  a bagpipe  in  preference ; some  to  eat  oysters  in  the 
dog-days ! Shakspeare  would  not  have  done  this  had  Shakspeare  been  the  painter. 
It  never  did  nor  could  have  happened,  unless  Chelsea  Hospital  were  a porch  of 
military  stoics.  Again,  we  think  illumination  is  pushed  somewhat  too  far — into  glare 
or  at  least  unmellow  brilliance.  Wilkie  was  a feeble  draughtsman,  yet  generally 
exhibits  the  next  power  to  it — adroitness  in  concealing  his  defect : here  it  becomes 
almost  ostentatious — several  figures  are  not  only  ill-drawn,  but  solicit  us  to  observe 
that  they  are  so — for  example,  the  long-armed  blackamoor,  the  spindle-shanked  Life 
Guard,  the  distorted  Dragoon  and  his  long-limbed  lady,  &c.  We  should  also  wish 
that  the  picture  had  less  the  air  of  a tableau  vivant,  the  characters  less  importunacy  of 
attitude  and  expression,  hungering  for  the  spectator’s  notice  and  applause : this  is 
what  we  called  ‘playing  to  the  public’: — look  at  ‘ Blindman’s  Buff,’  how  natural  and 
genuine  the  enjoyment,  how  the  personages  all  play  to  themselves,  for  the  game’s  sake 
and  not  for  your  gratification  ; they  are  unconscious  of  your  presence  ! We  can  neither 
find  nor  fancy  a fault  in  the  old  Pensioner,  venerable  still  despite  his  dotardism  and 
his  muddled  condition  ; he  is  perhaps  the  most  graphic  among  Wilkie’s  figures,  perhaps 
the  clearest  portrait  of  character;  if  we  rank  him  beneath  the  aged  peasant  of  ‘Rent 
Day’  we  do  so  because  he  seems  less  a creation,  a mere  individual,  while  the  other 
epitomises  a whole  species — this  is  old  Jack  Such-a-one,  that  is  toil-worn  Rural  Senility. 
If,  notwithstanding  its  superior  mechanism  or  at  least  effectiveness,  we  rank  the 
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present  picture  itself  beneath  ‘ Rent  Day,’  it  is  because  though  both  subjects  are 

common  occurrences,  the  latter  would  occur  less  to  a painter’s  mind,  and  evinces 

therefore  a higher  invention,  besides  having  a moral  dignity  throughout  all  its  homeliness 
of  subject,  which  the  ‘ Chelsea  Pensioners  ’ cannot  arrogate.  To  conclude : we  are 
much  mistaken,  or  ‘Rent  Day’  will  prove  far  the  sounder  painting,  and  will  remain  a 
monument  when  its  rival  has  become  a ruin.  The  lime-like  substance  which  gives 
the  latter  its  present  brilliancy  will  burn  it  up.  We  regret  to  add  that  a similar  fate 
threatens  many  another  beside  this  noble  picture  by  our  explorative  or  not  altogether 
conscientious  artist.  One-half  his  works  have  the  dry  rot  upon  them  now,  and  some 
will  drop  into  dusty  nothing  before  their  purchasers.  To  obtain  effect,  or  facility,  he 
made  use  of  a white  in  his  later  works  that  poisoned  them — that  was  powdered 
arsenic  to  their  constitution!  No.  40,  ‘Not  at  Home,’  painted  but  nine  years,  is 

already  a pot  pourri — a festering  compost  of  rich,  rank  colour.  Had  we  no  other 

reason,  this  were  enough  to  make  us  lament  that  Wilkie  ever  relinquished  his  earlier, 
careful,  severe  manner.” 

Hazlitt,  ‘ Criticisms  on  Art,'  Appendix,  Ivi. 

‘ Athenceum,'  March  10,  1849. 

1 Art  Journal ,’  1850,  276  (‘Autobiography  of  John  Burnet’): — “.  ...  in  junction 
with  Boys  and  Graves  we  paid  him  [Wilkie]  eleven  hundred  for  the  copyright  of  the 
‘Chelsea  Pensioners,’  which,  with  the  presentation  proof,  must  have  made  it  nearly 
equivalent  to  the  price  of  the  picture.” 

1 Athenceum,'  January  8,  1853. 

‘ Quarterly ,’  xcii.  454  : — “ The  Duke’s  true  love  for  the  United  Service  is  marked  by 
two  pictures  in  this  room,  the  Chelsea  Pensioners  and  the  Greenwich  Veterans.  The 
Duke,  who  had  a sympathetic  admiration  for  the  singleness  of  purpose  and  precision 
of  aim  with  which  Wilkie  went  directly  to  his  unpretentious  themes,  early  as  1816 
commissioned  him  to  paint  ‘ British  Soldiers  regaling  at  Chelsea  ’ — a suggestion  which  by 
and  bye  expanded  into  ‘ Reading  the  Waterloo  Gazette.'  Wilkie  has  recorded  in  his  Diary 
the  repeated  reconnoitrings  made,  while  the  sketches  were  in  preparation,  by  his  military 
Maecenas,  who,  carrying  into  the  studio  the  tactics  of  the  field,  wished  to  brigade  all 
the  ideas  into  one  canvas — but  was  above  all  else  anxious  that  a good  number  of  his 
own  Peninsular  soldiers — whom  he  never  forgot  in  war  or  peace — should  be  introduced. 
The  picture  was  only  finished  in  1822,  for  Wilkie,  who  worked  slowly  and  painfully, 
spared  neither  labour  of  brain  nor  hand  on  such  a subject  and  for  such  a patron. 
When  the  ‘Canny  Dauvid,’  as  he  honestly  tells  us,  brought  it  in,  with  the  bill  charging 
‘1260  pounds,  i.e.  1200  guineas,’  his  Grace,  neither  less  a man  of  business  nor  less 
thrifty  in  phraseology  than  the  Scottish  Teniers,  paid  instanter,  counting  out  the  cash 
himself  in  bank  notes,  and  without  adding  one  word  expressive  of  satisfaction  or 
otherwise.  Only  when  the  recipient  interrupted  him  by  a suggestion  that  a check 
might  save  trouble,  the  paymaster  gave  him  a smile  and  said,  ‘ Do  you  think  I like 

Coutts  clerks  always  to  know  how  foolishly  I spend  my  money  ? ’ The  Duke,  how- 

ever, who  was  an  optimist,  and  whose  opinion  of  his  acquisitions  always  grew  with 
possession,  subsequently  praised  the  picture  much,  regularly  remarking  that  he  himself 
had  selected  the  site  of  the  incident.  The  treatment  of  the  localities  and  portraits  is 
capital  all  the  expressions  and  individualities  are  most  happily  caught — but  portions 
of  the  groupings,  especially  in  the  right  corner,  are  feeble.  It  is  painted  with  a nice 

silvery  tone,  and  with  all  the  conscientious  care  and  finish  of  Sir  David’s  original  and 

peculiar  style,  from  which  he  afterwards  unfortunately  departed — but  which  he  had 
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resumed  in  the  two  admirable  pieces  left  unfinished  at  his  too  early  death.  The 
painting  was  the  lion  of  the  exhibition  of  its  year,  and  Burnet’s  fine  engraving  has 
spread  its  fame  to  the  far  antipodes ; and  whatever  the  Duke  might  think,  say,  or  not 
say,  the  artist  was  altogether  satisfied  with  the  Chelsea  Pensioners,  as  he  received  from 
Messrs.  Graves  another  1200/. — that  is,  we  hope,  ‘1200  guineas’ — for  the  copyright. 
The  Duke  consented  to  part  with  the  original  for  three  years,  the  term  required  by 
Mr.  Burnet  for  the  engraving,  and,  on  the  Saturday  before  this  term  expired,  walked 
into  the  publisher’s  shop  and  asked,  ‘ Shall  I have  my  picture  back  on  Monday  ? ’ 
‘Yes,  your  Grace,  and  by  twelve  o’clock.’  It  was  sent  to  time,  whereupon  the  Duke, 
watch  in  hand,  said,  ‘Now,  Mr.  Graves,  you  shall  have  any  other  picture  of  mine.’” 

Waagen,  ‘ Treasures ,’  ii.  273: — “‘The  Chelsea  Pensioners  reading  the  Gazette 
containing  the  description  of  the  Battle  of  Waterloo.’  The  composition  is  very  rich, 
the  execution  careful,  and  the  impression  made  on  the  aged  veterans  is  expressed  with 
great  variety,  spirit,  and  humour;  the  effect,  however,  from  the  lightness  of  the  general 
tone  which  in  some  respect  approaches  insipidity,  is  not  so  great  as  in  his  other  pictures. 
Painted  in  1822  expressly  for  the  Duke,  who  superintended  its  progress,  and  known 
by  Burnet’s  engraving.” 

1 Athenceum,'  January  30,  1886. 

Champlin , ‘ Cyclopaedia , etc .,’  i.  278,  and  iv.  432. 

Bryan , ‘ Dictionary , etc.'  (1889),  ii.  715. 

Bought  by  the  first  Duke  of  Wellington , 1825,  from  Mr.  Wilkie , for  ^1260. 

Exhibited — Royal  Academy,  1822  and  1886,  when  it  was  called  “Chelsea  Pensioners  and 
Waterloo  Despatch.” 

British  Institution,  1825  and  1842,  when  it  was  called  “ Chelsea  Pensioners  Reading 
the  Gazette  of  the  Battle  of  Waterloo.” 

Scottish  Academy,  Edinburgh,  1837. 

Royal  Military  Exhibition,  Chelsea  Barracks,  1890. 

Engraved  by  John  Burnet,  1831. 


210  GAINSBOROUGH  DUPONT,  1767-1797. 

The  Right  Honourable  WILLIAM  PITT. 

Canvas.  29?  x 24^  in. 

William  Pitt,  second  son  of  the  first  Earl  of  Chatham,  was  born  1759,  and  educated  at  home 
and  at  Cambridge.  He  was  called  to  the  bar,  but  quitted  it  1780,  when  he  was  elected  to 
Parliament,  and  soon  became  Chancellor  of  the  Exchequer  in  the  Shelburne  administration,  which 
was  displaced  by  the  Lord  North  and  Mr.  Fox  Coalition  1772.  The  following  year  he  returned 
to  power  as  First  Lord  of  the  Treasury  and  Chancellor  of  the  Exchequer.  In  this  capacity  he 
carried  many  important  measures  in  spite  of  formidable  opposition.  He  opposed  the  power  of 
revolutionary  France  and  saw  the  British  flag  triumphant  on  every  sea.  At  length  he  acceded  to 
the  wish  that  peace  should  be  made,  which  was  done  in  1801,  under  Mr.  Addington.  The  experi- 
ment failed,  and  he  was  recalled  to  power  1804;  but  his  health  was  now  very  bad,  and  he  died  at 
Putney  in  1806,  and  was  buried  in  Westminster  Abbey. 

Bust.  Life  size.  Age  thirty-three.  The  picture  is  in  an  oval  frame  (painted) 
of  stone.  Body  and  head  inclined  left.  His  hair  is  powdered,  brushed  off  the 
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forehead,  and  falls,  wig-shaped,  to  the  collar.  His  forehead  is  high.  His  eye- 
brows are  grey  and  eyes  blue.  His  nose  is  turned  up  and  his  lips  are  set.  The 
face  is  oval.  Complexion  fair.  He  is  clean  shaven.  He  wears  a white  jabot 

and  dark  coat  with  brass  buttons  and  upright  collar.  Background  dark. 

Among  other  labels  at  the  back  of  this  picture  is  one,  signed  “ Brook  Watson,”  which  says 
that  Mr.  Pitt  sat  for  it  at  Walmer  to  Gainsbro’  Dupont. 

This  picture  was  sent  to  the  first  Duke  of  Wellington  for  inspection,  with  a view 
to  purchase,  by  desire  of  Lord  Fitzroy  Somerset,  with  a document,  of  which  the  following 
is  a copy:  “An  original  picture  of  the  Right  Honble.  William  Pitt,  who  in  1792,  at 
Walmer,  sat  for  the  same  to  Gainsborough  [sic]  to  oblige  his  friend,  Sir  James  Ander- 
son, Bt=,  who  in  1798  bequeathed  it  to  Sir  Brook  Watson,  Bt.,  who  bequeathed  it  to  the 
late  Thos.  Aston  Coffin,  Esq.,  Commissary  in  Chief  of  England,  who  bequeathed  it  to 
me. — Robert  Coffin,  Bognor , July  3rd,  1842.” 

Collections — Sir  James  Anderson,  1792. 

Sir  Brook  Watson,  179S. 

Mr.  Thomas  Aston  Coffin,  1842. 

Mr.  Robert  Coffin,  1843. 

Bought  by  the  first  Duke  of  Wellington,  1843,  from  Mr.  Robert  Coffin , for 


220  GEORGE  FRANCIS  JOSEPH,  1764-1846. 

The  Right  Honourable  SPENCER  PERCEVAL. 

Canvas.  29k  x 24f  in. 

The  Honourable  Spencer  Perceval,  second  son  of  the  Earl  of  Egmont,  was  bom  1762. 
He  was  educated  at  Harrow  and  Cambridge.  He  took  his  M.A.  degree  1782,  and  in  1783 
became  student  of  Lincoln’s  Inn.  In  1796  he  became  King’s  Counsel.  About  the  same  time  he 
was  returned  for  Northampton.  In  1801  he  became  Solicitor-General,  and  the  year  after  Attorney- 
General.  In  1807  he  became  Chancellor  of  the  Exchequer.  He  was  assassinated  in  the  lobby  of 
the  House  of  Commons  by  Bellingham,  1812. 

Head  and  shoulders.  Life  size.  Age  about  fifty.  He  is  seated,  facing 
left.  His  hair  is  white  and  brushed  straight  back  off  the  forehead.  His  eye- 
brows are  grey  and  long,  and  eyes  large  and  blue.  His  nose  is  turned  up  and 
his  mouth  is  large.  Complexion  fair.  He  is  clean  shaven.  He  wears  a white 
neck-cloth  and  a blue  coat  with  brass  buttons  and  deep  collar.  He  holds  a 
paper  in  the  left  hand.  A drapery  forms  a background  to  the  head. 

Mr.  Martin,  in  his  MS.  notes  respecting  the  Apsley  House  pictures,  says : “ It  is 
said  to  be  the  only  one  he  ever  sat  for.” 

‘ Athenceum,’  April  10,  1852. 

‘ Quarterly ,’  xcii.  459. 

Collection — Lord  Liverpool,  1852. 

Bought  by  the  first  Duke  of  Wellington,  April  5,  1852  ( Christie  and  Manson,  lot  29)  for  ^43  is 
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Black  numbers  denote  pictures  captured  at  the  Battle  of  Vitoria  ( see  Introduction),  and 
Red  numbers  those  that  have  been  either  bought  or  presented. 


73  LEONARDO  DA  VINCI,  1452-1519. 

VIRGIN  AND  CHILD. 

Panel.  19^  x 13!  in. 

The  Virgin,  in  a dark  blue  robe  and  mantle  and  with  bare  neck,  is  seated 
on  a rock.  Her  hair  falls  in  long  curls  on  both  sides  of  her  face.  Across  her 
forehead  is  a transparent  veil,  and  on  her  head  is  a grey  twisted  head-dress. 
Her  left  arm  encircles  the  nude  body  of  the  Infant  Christ,  Who  holds  with 
both  hands  a small  wooden  cross  at  which  He  is  gazing.  The  Virgin’s  right 
hand  is  uplifted,  as  if  to  save  the  Infant,  Whom  she  is  watching,  from  falling.  In 
the  right  far  distance  is  a rock,  on  the  summit  of  which  is  a castle  surrounded  by 
trees.  On  the  left  is  a rock  studded  with  shrubs.  In  the  left  far  distance  are 
rocks  or  mountains  of  a bluish  hue.  The  sky  is  blue,  with  a grey  cloud  over  the 
Virgin’s  head. 

“ 1 2 1 ” is  painted  in  red  in  the  right  lower  corner. 

This  picture  (captured  at  Vitoria)  is  the  painting  by  Leonardo  of  the  same  subject, 
with  the  same  number  and  of  similar  dimensions,  mentioned  in  a MS.  Inventory  of 
1789,*  as  then  forming  part  of  the  Royal  Spanish  Collections,  whence  it  has  since  dis- 
appeared. In  the  Inventory  referred  to,  the  picture  is  entered  as  then  hanging  in  the 
“ King’s  Dressing-room,”  Royal  Palace,  Madrid,  and  is  valued  in  the  same  document 
at  £\o. 

Mention  is  made  in  Cumberland’s  ‘Catalogue,  etc.’  (1787),  92,  under  the  heading 
‘ Leonardo  de  Vinci,’  of  a Madonna  and  Child,  small  size,  in  the  Prince’s  bedchamber, 
Royal  Palace,  Madrid. 


* In  the  Royal  Palace  Archives,  Madrid. 
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Catalogue  of  “ Pictures  by  Masters  of  the  Milanese  and  allied  Schools  of  Lombardy  ” 
(London,  1898),  p.  16,  referring  to  a similar  picture  belonging  to  the  Duke  of  Buccleuch: — 
“ This  was  a particularly  favourite  subject  with  the  immediate  followers  of  Leonardo. 
Several  examples  are  to  be  seen  in  foreign  galleries,  and  another  version  is  at  Apsley 
House.  The  present  example  [the  Duke  of  Buccleuch’s]  is  clearly  by  a different  hand 
from  that  which  painted  the  preceding  one  [Lord  Battersea’s],  and  both,  as  well  as  the 
others,  are  probably  derived  from  a common  source,  presumably  some  drawing  by 
Leonardo  himself.” 

Duplicates  of  this  picture  are  in  the  possession  of  the  Duke  of  Buccleuch  and 
Lord  Battersea. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria , 1813.  See  Introduction. 


222  BARTOLOME  ESTEBAN  MURILLO,  1617-1682. 

OLD  WOMAN  EATING  PORRIDGE  (La  Vieja). 

Canvas.  55 J x 41  j in. 

In  the  foreground,  right,  is  an  old  woman,  sitting  in  front  of  a low  wall  at 
the  foot  of  a precipitous  rock  which  rises  abruptly  behind  her,  right.  Her  hair 
is  nearly  white,  and  a white  cloth  covers  her  head.  Her  forehead  is  square, 
her  nose  aquiline,  and  her  chin  protruding.  The  face  is  emaciated.  Com- 

plexion sallow.  Her  bodice  is  tattered,  and  the  right  sleeve  of  her  shift  is 
seen  through  it.  Her  left  shoulder  is  covered  by  a blue  material.  Her  skirt 
is  russet  red.  Her  left  hand  grasps  a metal  dish  of  porridge,  and  in  her  right 
hand  is  a wooden  spoon.  She  has  evidently  been  surprised  eating,  as  her  head 
is  thrown  back  towards  a broad-faced  boy  with  dishevelled  brown  hair,  who  is 
leaning  over  the  wall  behind  her,  left.  He  has  a grin  on  his  face,  and  his  lips 
are  parted,  showing  his  teeth.  Complexion  dark.  He  wears  a loose  grey 
garment  over  a white  shirt,  open  at  the  neck.  His  left  hand  hangs  over  the 
wall  behind  the  old  woman’s  shoulder.  His  right  elbow  rests  on  the  wall,  and 
with  the  hand  of  the  same  arm  he  points  towards  her.  Immediately  beneath 
him,  left,  on  this  side  of  the  wall,  sits  a small  brown  and  white  dog,  with  eyes 
riveted  on  the  porridge.  In  front  of  it  are  an  overturned  basket  containing  a 
white  cloth,  and  a white  pitcher.  There  is  a glimpse  of  distant  indistinct  land- 
scape between  the  two  figures.  Figures  nearly  life  size.  The  sky  is  cloudy. 

Davis,  '’Life  of  Murillo , etc.'  lxxxv.  : — “ In  the  collection  of  Don  Manuel  de  Leyra,  I 
found  the  Vieja,  by  Murillo,  now  in  the  possession  of  Mr.  Anderdon  ; I had  rejected  it 
at  Cadiz  (not  acting  entirely  for  myself),  being  covered  at  that  time  with  a mixture  of 
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paint  and  filthiness  which  rendered  it  almost  invisible : when  exhibited  for  sale  the  year 
following  at  Mr.  Christie’s,  I was  asked  my  opinion  of  it : and  I said  to  two  persons  who 
seemed  inclined  to  purchase  it,  ‘ I know  the  picture,  and  did  not  buy  it  on  account  of 
the  state  you  see  it  in,  but  it  is  a lottery  ticket;  you  are  both  richer  than  myself,  bid 
for  it,  and  let  the  most  adventurous  receive  the  fruits.’  ” 

A fr.  Martin , in  his  MS.  notes  respecting  the  Apsley  House  pictures,  says : — “ At 
Mr.  Anderdon’s  sale  (near  Strathfieldsaye)  the  Duke  bought  Murillo’s  Old  Woman  eating 
porridge,  with  a boy  teasing  her,  for  ^250,  giving  a picture  dealer  who  bought  it  at  the 
auction  ^50  for  his  bargain  it  having  sold  for  ^200.” 

Ponz,  ‘ Viage,  etc.'  xviii.  21  : — “There  is  in  the  said  collection  [Don  Sebastian  Martinez] 
a picture  by  Murillo  which  deserves  equal  praise,  if  not  more,  taking  into  consideration  the 
very  delicate  colouring  with  which  it  is  painted.  It  represents  a very  leafy  scene,  with 
an  old  woman  seated  on  the  ground  eating  a basin  of  soup,  turning  her  head  indignantly 
towards  a boy,  who  is  laughing  at  seeing  her.  The  figure  of  the  old  woman  is  full  length, 
and  half  natural  size,  or  rather  more ; there  is  a group,  formed  of  a dog,  a jug,  and  a 
two-handled  basket,  all  in  the  most  exquisite  taste.” 

Ponz,  ‘ Viage,  etc .’  xviii.  24,  says  that  the  collection  of  Don  Sebastian  Martinez, 
at  Cadiz,  originally  belonged  to  El  Marquez  de  la  Canada,  at  whose  death  he  acquired  it. 

Twiss,  in  his  ‘ Travels , etc.'  315,  mentions  having  seen  the  Canada  Collection,  near 
Cadiz,  in  1773. 

‘ Times',  May  17,  1847. 

Stirling,  ‘ Annals , etc.'  ii.  917,  note: — “The  late  John  Proctor  Anderdon,  Esq.,  of 
Farley  Hall,  Berks,  possessed  a large  picture  ascribed  to  Murillo,  and  representing  an  old 
woman  eating  porridge,  and  turning  round  to  chide  a laughing  urchin  behind  her. 

....  the  execution  is  wholly  unworthy  of  the  eulogium  of  Ponz It  is  a 

coarse,  harsh  picture,  possibly  a copy  substituted  by  the  Spanish  dealers  for  the  original, 
neither  creditable  to  Murillo,  nor  worth  the  price,  £202  13^.,  for  which  it  was  sold  by 
Messrs.  Christie  and  Manson,  at  Mr.  Anderdon’s  sale,  15th  May,  1847.” 

‘ Quarterly ,’  xcii.  464: — “ ....  Be  that  as  it  may,  it  passed  from  Cadiz  to  Farley 
Hall,  the  residence  of  the  late  Mr.  Anderdon,  a country  neighbour  of  the  Duke’s,  and 
whose  gallery  was  the  show  to  which  he  took  his  visitors  from  Strathfieldsaye.  This  was 
the  painting  of  his  predilection — ‘ Give  me,’  he  never  failed  to  say,  ‘ the  old  woman  and 
the  boy.’  Accordingly,  when  his  good  old  ally’s  collection  came  to  the  hammer  at 
Christie’s,  he  secured  his  favourite,  which  at  least  possesses  that  merit.” 

Curtis,  ‘ Velasquez  and  Murillo ,’  289,  No.  448: — “Pons  describes  this  composition 
with  unusual  minuteness,  and  praises  it  highly.  It  was,  he  says,  in  the  choice  collection 
of  more  than  three  hundred  pictures  belonging  to  his  friend  D.  Sebastian  Martinez,  at 
Cadiz — 'Viage,’  xviii.  21.  When  Captain  Davies  was  at  Cadiz,  about  1809,  he  saw  it  in 
the  collection  of  D.  Manuel  de  Leyra,  and  rejected  it,  being  covered  with  paint  and 
filthiness,  which  rendered  it  almost  invisible.  He  adds,  that  it  came  to  England  and 
was  sold  the  following  year  at  Christie’s,  and  that  it  was,  when  he  wrote,  in  the  posses- 
sion of  Mr.  Anderdon — Murillo,  lxxxiv.  Ixxxv.  97,  note.  If,  as  the  Captain  says,  it  was 
seen  by  Twiss  in  the  collection  of  the  Marques  de  la  Canada,  I have  overlooked  the 
note  in  Twiss’s  Travels,  and  have  not  the  volume  at  hand  to  refer  to.  It  was  sold  at 
J.  Proctor  Anderdon’s  sale,  May  15,  1847,  for  £ 202  13^.,  to  the  Duke  of  Wellington. 
Mentioned  by  Stirling,  ii.  917.” 
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Collections — El  Marquez  de  la  Canada,  1773. 

Don  Sebastian  Martinez,  1776. 

Don  Manuel  de  Leyra,  1809. 

Sold  at  Christie’s,  1810  (lot  87),  for  ^74  ur. 

John  Proctor  Anderdon,  Esq.,  1847. 

Bought  by  the  first  Duke  of  Wellington , 1847,  for  ^250,  from  a dealer  who  purchased  the 
picture  at  Mr.  Anderdou’s  sale  ( Christie  and  Mattson , 1847,  lot  16)  for  j£ 202  10s. 

The  history  of  this  picture,  as  given  above,  is  based  on  the  authorities  quoted,  but 
it  is  right  to  state  that  there  is  another  painting  of  the  same  subject,  formerly  at  Dudley 
House,  but  now  in  the  possession  of  Herr  Adolf  von  Carstanjen,  Berlin,  which  is  said 
by  some  to  be  the  original  work.  This  painting  was  purchased  by  the  late  Earl  of 
Dudley  at  the  Salamanca  sale  in  Paris,  in  1867,  for  85,000  frs.,  and  in  the  catalogue  it 
was  stated  to  be  from  the  Gallery  of  Don  Sebastian  Martinez. 

It  would  seem  that  Stirling  came  too  hastily  to  the  conclusion  that  the  Leyra  and 
Martinez  pictures  were  one  and  the  same,  and  that  on  the  contrary  they  were  two 
distinct  works,  the  former  being  at  Apsley  House,  and  the  latter,  the  one  bought  by 
Lord  Dudley  at  the  Salamanca  sale,  and  now  in  Berlin. 

It  is  suggested  by  some  that,  as  the  Salamanca  picture  realised  a large  price  and 
the  Apsley  House  picture  a small  one,  the  former  is  more  likely  to  be  the  original. 

Curtis,  in  his  ‘Velasquez  and  Murillo,’  289,  says,  concerning  the  Dudley  House 
picture: — “A  repetition  of  the  above  [Apsley  House  picture]  . . . Salamanca  sale,  1867, 
85,000  francs.  The  catalogue  asserts  that  the  picture  is  from  the  Gallery  of  Don  Sebastian 
Martinez  (?),”  and  refers  the  reader  to  what  he  has  written  about  the  Apsley  House 
picture  (see  above). 


83  GIOVANNI  BATISTA  SALVI  (Sassoferrato),  1605-1685. 

VIRGIN  AND  CHILD. 

Canvas.  18]  x 1 4]  in. 

The  head  of  the  Virgin,  turned  a little  to  the  right  and  inclined  slightly 
downwards,  occupies  the  centre  of  the  upper  portion  of  the  picture.  Her  hair 
is  brown,  and  is  drawn  smoothly  back,  partially  covering  her  ears.  Her  fore- 
head is  broad,  and  her  eyelashes  are  dark,  long  and  straight.  Her  nose  is 

straight,  her  mouth  small,  and  her  chin  fine.  Complexion  fair.  She  wears  a 

yellowish  robe,  a part  of  which  covers  her  head.  Over  her  shoulders  is  thrown 
a blue  and  red  mantle.  Her  eyelids  are  nearly  closed  as  she  gazes  down  on 
the  head  of  the  Infant  Christ,  which  reposes  against  her  left  shoulder.  He  is 
nude,  and  looks  to  the  front,  with  his  right  arm  slightly  raised.  Background 
lightish  brown. 
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A picture  of  the  same  subject  formerly  belonged  to  the  collection  of  the  Prince  of 
Asturias  at  the  Casa  del  Campo  del  Escorial,  and  is  mentioned  in  the  MS.  Inventory* 
of  his  property  in  that  residence,  compiled  probably  about  17 So.  As  it  has  since 
disappeared  from  the  Royal  Spanish  Collection,  and  as  it  was  by  the  same  artist  as  the 
painting  described  above  (captured  at  Vitoria)  and  of  similar  dimensions,  it  is,  no 
doubt,  the  same  picture. 

Collection — Royal  Spanish.  Casa  del  Campo,  Escorial,  about  1780. 

Captured  at  Vitoria , 1813.  See  Introduction. 

Exhibited — Royal  Manchester  Institution,  1834. 


44  JOSE  DE  RIBERA  (Spagnoletto),  1588-1656. 

ST.  PETER. 

Canvas.  26  x 22^  in. 

St.  Peter  was  born  at  Bethsaida  probably  ten  years  before  our  Lord.  His  original  name 
was  Simon,  and  he  was  a fisherman  on  the  Sea  of  Tiberias.  He  became  a disciple  of  John  the 
Baptist.  On  his  second  call  to  Christ  after  the  miracle  of  the  draught  of  fishes,  Peter  became 
His  constant  follower.  From  that  time  he  was  called  Peter,  and  was  the  first  of  the  twelve 
Apostles.  From  the  death  of  our  Lord,  Peter  and  his  colleagues  were  to  govern  the  Church  He 
had  founded.  He  worked  several  miracles.  He  was  eventually  crucified  by  order  of  Nero.  At 
his  own  request  he  was  crucified  head  downwards,  a.d.  66. 

The  bust,  nearly  life  size,  of  a man  (probably  St.  Peter  repentant),  with  his 
head  leaning  on  his  clasped  hands.  There  is  a look  of  anguish  on  his  face 
on  which  tears  are  visible.  Complexion  dark.  He  has  a short  grey  beard, 
and  a somewhat  darker  moustache.  His  eyes  are  gazing  upwards.  He  is 
clothed  in  a dark  robe.  Background  dark. 

Captured  at  Vitoria,  1813.  See  Introduction. 


* 


In  the  Royal  Palace  Archives,  Madrid. 
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99  PAINTER  UNKNOWN. 

CARDINAL  PORTOCARRERO. 

Canvas.  26^  x 19}  in. 

Luis  Manuel  Fernandez  de  Portocarrero,  brother  of  Fernando  Luis  Fernandez  de  Portocarrero, 
fourth  Count  of  Palma,  was  born  in  1635.  He  was  created  Cardinal  1669,  Councillor  of  State  1677, 
Archbishop  of  Toledo  1677,  Viceroy  of  Sicily  1677,  and  was  twice  Regent  of  Spain.  His  rank,  ability, 
and  wealth  gave  him  immense  influence,  and  he  became  the  favourite  and  chief  minister  of  the  Queen 
Mother  Mariana  of  Austria  during  the  minority  of  Charles  II.  After  her  death  and  that  of  the  King’s 
first  wife,  Marie  Louise  of  Orleans,  Portocarrero  was  the  leader  of  the  party  favourable  to  the  French 
succession,  in  opposition  to  the  new  Queen,  Charles’s  second  wife.  Portocarrero,  with  the  object  of 
promoting  his  views  respecting  the  succession,  took  a prominent  part  in  the  extraordinary  intrigues 
which  surrounded  the  death-bed  of  the  King.  He  died  in  1709,  and  is  buried  in  Toledo  Cathedral, 
where  his  only  monument  is  a great  black  marble  slab,  with  the  words  “ Portocarrero.  Hie  jacet 
pulvis,  cinis  et  nihil.” 

The  bust  of  the  cardinal,  life  size,  who  is  sitting  on  a scarlet  seat.  Age 
about  thirty-five.  He  wears  a red  robe  fastened  in  front  with  small  buttons, 
and  a Walloon  collar.  His  body  is  turned  to  the  right,  while  his  head  is 
inclined  towards,  and  he  is  looking  in,  the  opposite  direction.  He  has  short, 
dark  hair.  His  forehead  is  high,  and  the  eyebrows  are  dark  and  arched.  The 
eyes  are  dark,  his  nose  is  long,  and  his  lips  are  full.  Complexion  sallow.  He 
wears  a very  small  black  moustache  and  a small  pointed  beard.  Background 
dark. 


This  picture  has  hitherto  been  attributed  to  Velazquez,  but  this  theory  is  refuted  by 
the  facts  that  Velazquez  died  in  1660,  and  that  Portocarrero  was  not  created  Cardinal 
till  nine  years  after  that  event. 

Stowe,  ‘ Velazquez ,’  99. 

Curtis , '•Velazquez  and  Murillo',  67,  No.  158. 

Champlin,  1 Cyclopaedia,  etc.'  iv.  333. 

Bryan,  ‘ Dictionary , etc.’  (1889),  ii.  649. 

Captured  at  Vitoria,  1813.  See  Introduction. 


GALLER Y 


95 


58  CLAUDE  GELLIaE  (Claude  de  Lorrain),  1600-1682. 

LANDSCAPE. 

Canvas.  17!  x 25^  in. 

In  the  right  middle  distance  a five-arched  stone  bridge,  with  a bridge- 
house  at  the  far  end,  crosses  a river,  which  occupies  the  principal  part  of  the 
right  side  of  the  picture.  In  front  of  the  bridge,  and  in  the  middle  of  the 
stream,  is  a boat  with  figures,  being  rowed  towards  a man  who  is  fishing  from 
a salient  point  on  the  left  bank.  Beyond  the  bridge  is  a view,  between  two 
hills,  of  distant  mountains.  In  the  right  foreground  is  the  trunk  of  a dead 
tree  on  the  bank  of  the  river.  In  the  centre  foreground  are  goats,  two  of 
which  are  descending  the  bank  of  the  stream  to  drink.  In  the  left  foreground 
two  men  with  staves  are  tending  some  cattle  which  they  have  brought  to  drink 
in  a pool.  Beyond  them,  in  the  left  middle  distance,  is  a castle  at  the  foot  of 
a bank  of  trees.  In  the  centre,  on  the  left  bank  of  the  river,  is  a large  clump 
of  trees.  The  sky  is  blue,  with  light  clouds  here  and  there. 

“335  ” is  painted  in  white  in  the  left  lower  comer,  and  in  the  right  lower  comer  is  a white 
cross.  The  Inventories  of  the  Royal  Spanish  Collections  contain  no  explanation  of  a white  cross, 
but  Madrazo  (‘Viage  Artistico,’  171)  says  that  of  the  455  pictures  belonging  to  Philip  V.  the  newest 
acquisitions  were  marked  with  the  Cross  of  Burgundy,  “a  sign  distinctive  of  their  exalted  owner.” 

This  picture  is  almost  identical  in  composition  with  No.  90  in  Vol.  I.  of  Boydell’s 
‘ Liber  Veritatis.’ 

Pas  savant,  ‘ Tour,  etc?  i.  171. 

Kugler  (Head),  ‘Handbook,  etc?  i.  318,  note. 

Dnllea,  ‘ Claude  Gellee , etc.,’  Appendix  C.  127. 

Collection — Royal  Spanish.  Between  1731  and  1746. 

Captured  at  Vitoria,  1813.  See  Introduction. 

Exhibited — Birmingham  Society  of  Arts.  1831. 
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80  CARLO  CIGNANI  or  CHINIANI,  1628-1719. 

VENUS  AND  ADONIS. 

Canvas.  48^  x 703  in. 

Adonis  was  a beautiful  young  shepherd  who  frequented  Mount  Libanus,  where  Venus  often 
descended  to  meet  him.  Mars,  jealous,  assumed  the  shape  of  a wild  boar,  and  attacked  and  killed 
Adonis.  Venus,  coming  to  his  assistance,  pricked  her  foot  with  a thorn,  and  the  blood  falling  on 
a rose,  turned  it  from  a lily  to  a carnation  colour.  Venus  then  went  to  Hades  and  induced 
Proserpine  to  allow  Adonis  to  be  six  months  in  every  year  with  her  in  the  heavens,  returning  for 
the  remainder  of  the  year  to  the  infernal  regions. 

To  the  left  of  the  picture  Venus  sits  under  a red  canopy  hanging  from  a 
tree,  gazing  at  Adonis.  She  is  nude,  with  blue  and  buff  draperies  thrown 
loosely  over  her  back  and  concealing  her  figure  from  the  waist  downwards. 
Her  hair  is  golden,  and  two  tresses  of  it  meet  from  either  side  beneath  her 
throat.  Her  left  arm  encircles  the  waist  of  Adonis,  who,  with  his  right  arm 
round  her  shoulders,  holds  between  the  finger  and  thumb  of  his  outstretched 
left  hand  the  end  of  a leash  attached  to  a dog  which  Cupid,  nude,  and  arrow 

in  hand,  holds  by  the  collar,  in  the  right  foreground.  Adonis  has  brown  hair, 

and  is  clad  in  a brown  tunic,  open  at  the  throat,  and  fastened  round  the  waist 
by  a leather  strap.  A russet  mantle  is  thrown  over  his  shoulders,  and  his 
arms  are  bare.  He  looks  towards  Cupid,  who  returns  his  gaze,  while  the  dog 
looks  intently  at  Venus.  In  the  right  far  distance,  mountains.  Figures  life 
size.  The  sky  is  blue  and  dark. 

“213”  is  painted  in  white  in  the  right  lower  comer. 

This  picture  (captured  at  Vitoria)  is  the  painting  by  Cignani  of  the  same  subject, 
with  the  same  number  and  of  similar  dimensions,  mentioned  in  MS.  Inventories  of 
1772*  and  1789*  as  then  forming  part  of  the  Royal  Spanish  Collections,  whence  it 
has  since  disappeared.  The  picture  in  the  1772  Inventory  is  entered  as  then  hanging 
in  the  “ Passage  to  the  Infante  Don  Luis’  apartment  ” in  the  Royal  Palace,  Madrid, 

and  as  coming  from  the  Ensenada;  and  in  that  of  1789  as  being  in  the  “ Green  Room 

with  fireplace”  in  the  same  Palace,  and  valued  at  ^120. 

In  a letter,  dated  February  9,  1814,  to  the  Duke  of  Wellington,  Lord  Maryborough, 
to  whom  the  Duke  had  sent  the  pictures  captured  at  Vitoria  for  safe  custody,  states 
that  he  had  taken  the  opinion  of  Sir  Benjamin  West  (President  of  the  Royal  Academy), 
Mr.  Owen  the  artist,  Lord  Mulgrave,  Sir  Charles  Bagot  and  Mr.  Flint,  on  the  collection, 
and  in  mentioning  the  damaged  condition  of  the  picture  described  above,  speaks  of  it 
as  by  Domenichino.  It  is,  therefore,  probable  that  the  connoisseurs  he  mentions  attributed 
it  to  that  artist. 

Collections — Royal  Spanish,  Ensenada,  before  1772. 

,,  ,,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria , 1813.  See  Introduction. 


* In  the  Royal  Palace  Archives,  Madrid. 
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188  SIR  JOSHUA  REYNOLDS,  P.R.A.,  1723-1792. 

THE  FLIGHT  INTO  EGYPT. 

(St.  Matthew  ii.) 

Canvas.  19^  x 23I  in. 

A landscape.  A river  stretches  from  the  left  middle  distance  diagonally 
across  the  picture  to  the  right  foreground,  where  it  loses  itself  behind  rocks. 
Beyond  the  far  bank  a range  of  hills  follows  the  course  of  the  river.  On  the 
right,  and  on  the  slope  of  the  hill,  is  an  old  ruin,  and  further  on  at  the 
base  of  the  hill,  and  separated  from  the  ruin  by  a small  wood,  is  a village  or 
town.  In  the  far  distance  is  a range  of  mountains.  There  are  shrubs  on  this 
side  of  the  river,  and  a tree,  left.  Close  to  it,  in  the  left  foreground,  are  the 
Virgin  with  the  Infant  Christ  in  her  arms,  and  Joseph,  with  a donkey  between 
them.  The  sky  is  blue,  with  light  clouds.  With  this  exception  the  general 
tone  of  the  picture  is  dark. 

Collection — Lord  Northwick,  1859. 

Bought  by  the  second  Duke  of  IVellington,  iS$g,  from  the  Northwick  Collection  {sold  by  Mr.  Phillips , 
lot  1835)  for  14s. 


77  DAVID  TENIERS,  1610-1694. 

LANDSCAPE,  WITH  CATTLE. 

Canvas.  17^  x 28^  in. 

In  the  right  middle  and  far  distances  is  a rugged,  sparsely  wooded  hill,  at 
the  foot  of  which  is  a church.  In  front  of  the  latter  are  sheep,  tended  by  shep- 
herds. Nearer,  on  the  right,  are  two  cottages,  in  front  of  the  further  of  which 
are  several  peasants,  sitting  and  standing  round  a tree,  evidently  eating,  while 
a woman,  near  whom  is  a small  white  dog,  comes  out  of  the  cottage  carrying 
a dish.  In  the  right  foreground  a man,  accompanied  by  a girl  with  a pitcher 
on  her  head,  and  a dog,  is  driving  two  cows.  In  front  of  the  latter  are  a flock 
of  sheep  and  two  goats.  In  the  centre  are  a bushy  tree  and  a gnarled  trunk, 
to  the  left  of  which  a bridge  traverses  a small  brook.  On  the  bridge  is  a man 
followed  by  a dog.  A dead  birch  tree  is  in  the  left  foreground.  In  the  left 
middle  distance,  on  undulating  ground,  are  some  farm  buildings  surrounded  by 
trees.  In  the  left  far  distance  are  a village  and  a sheet  of  water.  The  sky  is 
blue,  traversed  by  long,  streaky  grey  clouds. 

Signed  “ D.  Teniers  fee.”  on  a stone  in  the  right  lower  corner. 
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This  picture  is,  without  doubt,  the  painting  by  Teniers  mentioned  in  the  MS.  Inventory 
of  the  Royal  Spanish  Collections,  etc.,  of  1772,*  because  (a)  the  subject  and  dimensions 
are  the  same ; (b)  the  painting  mentioned  in  the  Inventory  is  no  longer  in  the  Royal 
Spanish  Galleries ; ( c ) the  picture  above  described  was  captured  at  Vitoria  at  the  same 
time  as  other  pictures  known  to  belong  to  those  collections.  In  this  Inventory  it  is 
entered  as  No.  864,  and  as  then  hanging  in  the  apartment  of  the  Infante  Don  Xavier 
in  the  Royal  Palace,  Madrid. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1772. 

Captured  at  Vitoria,  1813.  See  Introduction. 

Exhibited — British  Institution,  1829. 

25  ALESSANDRO  TURCHI  (Alessandro  Veronese),  1582 — 1648-50. 

THE  HOLY  FAMILY. 

Slate.  Octagonal.  10  X 8j>  in. 

The  Virgin,  dressed  in  a scarlet  robe  and  blue  mantle,  and  with  a halo 
above  her  head,  is  seated  on  a cushion  of  cloth  of  gold,  which  the  painter  has 
realised  by  gilding.  Her  body  is  turned  to  the  left,  and  she  is  handing  a bowl 
with  her  left  hand  to  the  Infant  Christ  and  St.  John.  The  former,  nude,  is 
sitting  on  her  knee,  with  a halo  about  His  head.  His  left  leg  hangs  over  the 
Virgin’s  knee,  and  with  His  left  hand  He  grasps  the  bowl.  His  right  hand  is 
extended  towards  the  head  of  St.  John,  who  sits  facing  the  Virgin,  clad  in  a 
skin,  his  arms  and  legs  bare.  His  right  hand  supports  the  bowl,  towards  which 
his  mouth  is  extended  in  order  to  drink.  A halo  is  above  his  head.  Behind  the 
two  children  sits  Elizabeth,  dressed  in  grey,  and  with  a hood  of  similar  colour 
over  her  head.  Both  her  hands  are  uplifted.  Above  the  group  are  draped 
curtains  of  cloth  of  gold,  also  represented  by  gilding,  as  was  the  painter’s  custom. 
Background  dark. 

“299”  is  painted  in  white  in  the  left  lower  corner. 

Collection — Royal  Spanish. 

Captured  at  Vitoria,  1813.  See  Introduction. 


33  JOSE  DE  RIBERA  (Spagnoletto),  1588-1656. 

LA  CARCASSE  (THE  SKELETON). 

Copper.  13  X 25I  in. 

The  skeleton  of  a huge  monster,  whose  long  neck  and  head  are  curled  down- 
wards and  inwards  towards  its  body,  forms  a sort  of  chariot  across  the  centre 
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of  the  picture.  On  it  an  old  hag,  nude,  sits  crouching,  her  white  hair  streaming  in 
the  wind.  Her  left  elbow  rests  on  her  knee,  and  in  her  left  hand  she  holds  a 
flaming  brazier  close  to  her  open  mouth.  At  her  feet  are  four  infants,  nude,  in 
different  positions,  and  with  terror  depicted  on  their  faces.  Her  right  hand  rests 
on  the  head  of  one  of  them.  Two  nude  men  are  dragging  the  chariot  towards  the 
left.  The  nearest  one  holds  an  infant  under  his  left  arm,  and  by  his  side  a boy, 
nearly  nude,  is  riding  a goat.  The  back  of  the  chariot  is  formed  of  huge  bones,  by 
which  two  nude  men  are  pushing  it  from  behind.  Beneath  the  witch,  and  on  this 
side  of  the  chariot,  is  a double-headed  monster,  on  which  another  nude  man  has 
his  right  knee  while  he  assists  in  propelling  the  vehicle.  Above  the  old  hag, 
to  the  right,  is  a new  moon.  In  the  right  far  distance  an  orgie  of  weird  figures 
round  a fire.  In  the  air  above  are  two  figures,  the  lower  one  riding  a horse. 

The  background,  representing  rushes,  is  extremely  dark. 

Signed  “ R.  V.  inuentor,  yosepf  de  Ribera  pingit  16.  [the  remainder  of 
the  date  is  illegible],  in  the  left  lower  corner. 

“ 90  ” is  painted  in  red  in  the  left  foreground. 

This  picture  (captured  at  Vitoria)  is  the  painting  by  Spagnoletto  of  the  same  subject, 
with  the  same  number  and  of  similar  dimensions,  mentioned  in  MS.  Inventories  of  1772* 
and  1789*  as  then  forming  part  of  the  Royal  Spanish  Collections,  whence  it  has  since 
disappeared.  In  the  1772  Inventory  the  picture  is  entered  as  then  hanging  in  the 
“King’s  Retiring  Room,”  in  the  Royal  Palace,  Madrid;  and  in  that  of  1789  as  being  in 
“ the  first  room,  new  wing,”  in  the  same  Palace,  and  valued  at  jd 300 . 

Lomazzo,  in  ‘ Trattato  dell ' arte  pittorica'  (Milan,  1584),  mentions  a print  by 
Alessandro  Veneziani,  from  a drawing  by  Michael  Angelo.  Bartsch  and  others,  however, 
think  that  the  drawing  was  by  Raphael.  In  any  case  it  is  evident  that  the  picture 
above  described  is  a copy  either  of  the  drawing  itself  or  of  the  print  of  it. 

Cumberland , ‘ Catalogue , etc.'  (1787),  78,  under  the  heading  “Prince’s  Dining  Room” 
in  the  Royal  Palace,  Madrid : — “ Spagnolet.  A small  copy  from  Raphael.” 

Ponz , lViage,  etc.,'  vi.  51,  referring  to  “a  small  picture,  which  represents  some  witches 
or  sorcery  by  Spagnoletto  [Ribera],  copied  from  a sketch  by  Raphael,”  says  that  it 
“ hung  in  the  Prince’s  principal  saloon  at  Madrid.” 

Cean  Bermudez,  ‘ Diccionario,  etc.,’  iv.  191  : — “This  picture  is  copied  from  a drawing 
by  Raphael.” 

In  a letter  to  the  first  Duke  of  Wellington,  dated  Brussels,  November  20,  1826, 
Sir  Charles  Bagot  writes  with  regard  to  this  picture  as  follows : — “ You  have  a picture  at 
Strathfieldsaye — one  of  those  taken  at  Vittoria — which  used  to  puzzle,  and  I believe 
continues  to  puzzle,  everybody  in  England  who  sees  it,  both  as  regards  the  subject  it 
represents,  and  the  master  who  may  have  painted  it.  I have  lately  discovered  that  there 
is  an  old  and  very  fine,  but  very  rare,  engraving  of  this  picture,  and  as  I suppose  this 
engraving  to  have  been  taken  from  the  very  picture  in  your  possession,  I have  copied, 
and  herewith  enclose,  Bartsch’s  account  of  it,  in  the  hope  that  if  it  does  not  serve  to 
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explain  the  subject,  it  may  perhaps  help  to  decide  upon  the  master  of  it.”  [The 
following  is  the  enclosure] : — 

“ Bartsch,  ‘Le  Peititre  Graveurj  xiv.  321,  art.  426  : — ‘ Cette  piece,  nomme'e  la  carcass e, 
la  sorcellerie  ou  le  spectre  et  connue  en  Italie  sous  le  nom  de  Stregozzo,  represente  quatre 
hommes  nuds  conduisant  dans  un  marais  une  sorciere  assise  sur  un  squelette  colossale 
de  quelque  animal  monstrueux,  quasi  comme  dans  un  char  de  triomphe.  Le  marche  se 
dirige  vers  la  gauche.  Le  char  est  suivi  de  deux  autres  hommes  qui  portent  des  ossemens 
et  est  accompagne  d’un  troisibme  homme  monte  sur  le  squelette  d’un  belier  chimerique. 
On  remarque  au-dessous  du  char  deux  boucs,  et  sur  un  troisieme  bouc  qui  se  voit  au 
devant  de  la  gauche,  est  monte  un  gargon  qui  sonne  d’un  cornet,  oil  les  lettres  A.V.  sont 
gravees.  Vers  le  milieu  d’en  bas,  une  tablette  est  jetee  b.  terre.  Largeur  : 23  p.  2 lig. 
Hauteur : up.  2 lig.  Suivant  Lomazzo , cette  estampe  a ete  gravee  sur  un  dessein  de 
Michel- Ange ; mais  il  est  plus  vraisemblable,  que  ce  dessein  vient  de  Raphael.  A l’egard 
du  graveur,  il  y a une  grande  varietb  d’opinions  qui,  suivant  toute  apparence,  vient  de  ce 
qu’il  y a deux  differentes  bpreuves  de  cette  estampe,  savoir  l’une  avec  les  lettres  A.  V., 
l’autre  sans  ces  lettres.  Les  uns  la  croyent  gravee  par  Marc-Antoine , et  pretendent,  que 
les  lettres  A.  V.  y ont  etb  ajoutees  posterieurement  par  Augustin  Venitien  qui  doit  avoir 
retouche  la  planche.  Les  autres  croient,  que  Marc-Antoine  et  Augustin  Venitien  l’ont 
gravee  conjointement,  c’est-h-dire,  que  l’un  l’avoit  commencee,  l’autre  termine'e.  D’autres 
encore  croient,  qu’elle  a ete  grave'e  par  Marc-Antoine,  que  les  premieres  epreuves  sont 
celles  avant  les  lettres  A.  V.,  et  que  ces  lettres  n’ont  dte  ajoute'es  qu’aprbs-coup  par  erreur 
de  celui  qui  en  avoit  possede  la  planche. 

“‘Aprbs  avoir  soigneusement  examine?  cette  estampe,  et  aprbs  en  avoir  confronte 
plusieurs  epreuves,  tant  de  cedes  marque'es  des  lettres  A.  V.  que  de  cedes  sans  ces  lettres, 
nous  sommes  pleinement  persuades,  que  cette  planche  a ete  grave'e  par  Augustin  Venetien 
dans  toutes  ses  parties,  et  que  les  premibres  dpreuves  en  sont  cedes  sans  les  lettres  A.  V., 
les  postbrieures  cedes  marquees  de  ces  lettres.”’ 

Passavant , ‘ Tour , etc.,'  i.  171  : — “ One  of  the  most  interesting  pictures  in  this  collection 
is  the  composition  by  Raphael,  called  11  Strocozzo,  which,  according  to  the  inscription  upon 
it,  was  executed  by  Jos.  Ribera,  1641.  The  picture  is  of  the  same  size  as  the  engraving.” 

Waagen,  1 Art  and  Artists,'  ii.  297. 

Hazlitt,  ‘ Criticisms  on  Art,'  Appendix,  Ivi. 

IVaagcn,  1 Treasures,'  ii.  276: — “ Spagnoletto.  A picture  Liken  from  the  engraving  of 
Aogostino  Veneziano,  called  Lo  Stregozzo,  of  the  same  size,  executed  with  great  care  and 
spirit,  and  wed  coloured.  This  is  a very  interesting  work.  The  inscription  ‘ R.V.  inventor, 
Joseph  J.  de  Ribera  pingit  1641,’  proves  that  this  fantastic  composition,  in  which  a witch, 
seated  in  an  enormous  skeleton,  is  the  principal  figure,  was  even  then  ascribed  to  Raphael, 
an  opinion  which  Bartsch  has  lately  supported,  contrary  to  the  testimony  of  Lomazzo,  who 
affirms  that  the  engraving  was  from  a drawing  by  Michael  Angelo.” 

‘ Times’  June  5,  1854,  reporting  on  the  Exhibition  of  Ancient  Masters  at  the 
British  Institution  : — “ ...  A naked  hag  drawn  in  a car  by  demons,  is  also  a remark- 
able specimen  of  Italian  art,  straying  beyond  the  bounds  within  which  we  usually  find  it, 
and  indulging  in  a hideous  dream  that  may  be  compared  to  some  of  the  fantastic 
horrors  of  the  Low  Countries.” 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria,  1813.  See  Introduction. 

Exhibited — British  Institution,  1828,  when  it  was  called  “An  Incantation.’’ 

„ ,,  1854,  when  it  was  called  “A  Witch.” 

Birmingham,  Society  of  Arts,  1831. 


. 


« 


'r,  ■ Srr/t/f// 


y 


Rubens  pins 


Hflio  Brnun  Clemmt  ftC® 


GALLERY 


IOI 


39  PETER  PAUL  RUBENS,  1577-1640. 

THE  HOLY  FAMILY. 

Copper , Octagonal.  9^  x 9^  in. 

In  the  foreground  is  a stone  balustrade,  on  which  is  thrown  a light  blue 
drapery.  On  this  stands  the  Infant  Christ,  nude,  wearing  a coral  necklace,  and 
supported  in  His  erect  position  by  the  Virgin,  who,  in  a pink  robe  with  a dark 
cloth  over  her  head,  and  a white  linen  cloth  in  her  hands,  stands  behind  Him. 
The  Infant  extends  His  left  hand  towards  John,  who,  likewise  nude,  sits  on  the 
knee  of  Elizabeth,  on  a white  sheepskin,  in  the  right  foreground,  gazing,  with 
clasped  hands,  at  Christ.  Elizabeth,  in  a blue  robe  which  partially  covers  her 
head,  sits  looking  at  the  Infant,  and  at  the  same  time  supports  John  with  her 
left  hand,  which  is  placed  under  him.  Behind  the  Infant  and  Virgin,  left,  stands 
Joseph.  He  has  a moustache  and  beard,  and  a dark  green  robe  is  thrown  over 
him.  His  hair  is  rough  and  slightly  grey.  His  left  hand,  which  is  outstretched, 
rests  on  the  base  of  a column,  right.  A glass  vase,  half  filled  with  water 
and  containing  flowers,  stands  on  the  balustrade  in  the  left  foreground.  Back- 
ground dark. 

A white  fleur-de-lis  is  painted  in  the  right  lower  corner.  This  mark  is  found  on  pictures  of 
the  Royal  Spanish  Collections  acquired  during  and  after  the  reign  of  Philip  V. 

“ 806  ” is  painted  in  white  in  the  left  lower  corner. 

The  painting  of  the  flowers  is  attributed  to  Brueghel,  and  the  picture  itself  has  been  ascribed 
to  Teniers. 

This  picture  (captured  at  Vitoria)  is  the  painting  by  Rubens  of  the  same  subject, 
with  the  same  number  and  of  similar  dimensions,  mentioned  in  a MS.  Inventory  of  1789* 
as  then  forming  part  of  the  Royal  Spanish  Collections,  whence  it  has  since  disappeared. 
In  the  Inventory  referred  to  the  picture  is  entered  as  then  hanging  in  the  Royal  Palace, 
Aranjuez,  and  is  valued  in  the  same  document  at  ^30. 

Collection — Royal  Spanish,  Aranjuez,  1789. 

Captured  at  Vitoria , 1813.  See  Introduction. 

Exhibited — Royal  Academy  (Old  Masters),  1887. 


51  JOHANNES  VERMEER,  1632-1675. 

LANDSCAPE  WITH  BLEACHING  GROUND. 

Canvas.  2 of  x 24!  in. 

In  the  foreground  a sheet  of  water  extends  across  the  picture.  In  it  is  a long, 
low  island,  with  a few  bushes  at  one  extremity,  left,  and  so  flat  that  the  water 
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separating  it  from  the  mainland,  and  in  which  a man  is  fishing,  can  be  seen 
beyond  it.  There  is  a second  figure  here,  right  centre.  A plank  bridge  joins  the 
extremity  of  this  island  with  what  appears  to  be  a second,  right.  In  the  back- 
ground on  the  mainland,  left,  are  several  buildings  nestling  in  a grove  of  trees. 
An  expanse  of  grass  separates  these  from  the  water.  From  left  centre  to  right 
centre  the  background  is  occupied  by  a long  range  of  buildings,  apparently  works, 
partially  shut  in  by  trees,  beyond  which,  right  centre,  the  high  roof  of  a dwelling- 
house  rises  above  a red-roofed  wooden  outhouse.  The  grass,  intersected  by  a 
narrow  canal  which  joins  the  river,  right  centre,  extends  in  front  of  these  buildings 
also.  A woman  carrying  linen  is  entering  the  outhouse,  and  the  grass  between  it 
and  the  water  is  the  bleaching  ground,  on  which,  in  three  places,  quantities  of  linen 
are  spread  out,  and  a woman  is  occupied,  right,  in  spreading  the  contents  of  a large 
linen-basket,  which  she  has  just  emptied.  Trees  extend  along  the  entire  back- 
ground. The  sky  is  leaden. 

There  is  an  indistinct  signature  in  the  left  lower  corner. 

“147”  is  painted  in  white  in  the  right  lower  corner. 

Collection — Royal  Spanish. 

Captured  at  Vitoria,  1813.  See  Introduction. 


93  JOSE  DE  RIBERA  (Spagnoletto),  1588-1656. 

ST.  PETER  REPENTANT. 

Canvas.  43$  X 33$  in. 

St.  Peter  was  born  at  Bethsaida,  probably  ten  years  before  our  Lord.  His  original  name  was 
Simon,  and  he  was  a fisherman  on  the  Sea  of  Tiberias.  He  became  a disciple  of  John  the 
Baptist.  On  his  second  call  to  Christ,  after  the  miracle  of  the  draught  of  fishes,  Peter  became 
His  constant  follower.  From  that  time  he  was  called  Peter,  and  was  the  first  of  the  twelve 
Apostles.  From  the  death  of  our  Lord,  Peter  and  his  colleagues  were  to  govern  the  church  He 
had  founded.  He  worked  several  miracles.  He  was  eventually  crucified  by  order  of  Nero.  At 
his  own  request  he  was  crucified  head  downwards,  a.d.  66. 

Three-quarters  length.  Life  size.  St.  Peter  is  represented  near  a rock, 
right,  in  an  attitude  of  prayer.  He  faces  nearly  front,  and  his  head  is  thrown 
back  in  supplication.  His  forehead  is  bald,  with  white  hair  at  the  sides.  His 
moustache  and  beard  are  also  white,  and  the  latter  is  flowing  in  the  wind.  His 
eyes,  which  are  large  and  brown,  and  bear  an  expression  of  intense  feeling,  are 
raised  heavenwards,  and  the  eyelids  are  red,  as  if  from  weeping.  His  brow 
is  wrinkled,  and  his  complexion  somewhat  ruddy.  His  nose  is  large,  with 
dilated  nostrils.  His  right  shoulder  and  chest  are  bare,  showing  his  ribs.  A 
brownish  garment,  over  which  is  another  of  blue,  is  thrown  over  his  back 
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and  covers  both  his  arms.  His  left  hand,  with  outstretched  fingers,  is  raised 
to  his  chest,  while  his  right  rests  on  a Bible  which  lies  open  before  him,  right 
foreground.  Background  dark  and  indistinct. 

This  picture  is,  without  doubt,  the  painting  by  Spagnoletto  mentioned  in  the  MS. 
Inventory  of  the  Royal  Spanish  Collections,  etc.,  of  1789,*  because  (a)  the  subject  and 
dimensions  are  the  same ; ( b ) the  painting  mentioned  in  the  Inventory  is  no  longer  in 
the  Royal  Spanish  Galleries;  (r)  the  picture  above  described  was  captured  at  Vitoria  at 
the  same  time  as  other  pictures  known  to  belong  to  those  collections.  In  this  Inventory 
it  is  entered  as  then  hanging  in  the  “ Infanta’s  Dressing  Room,”  Buen  Retiro,  Madrid, 
and  valued  at  ^90. 

Collection — Royal  Spanish,  Buen  Retiro,  Madrid,  1789. 

Captured  at  Vitoria,  1813.  See  Introduction. 


54  ANTONIUS  VAN  DYCK,  1599-1641. 

CHARLES  I.,  KING  OF  GREAT  BRITAIN  AND  IRELAND,  ON  HORSEBACK, 
WITH  AN  ATTENDANT  ON  FOOT. 

Canvas.  116  x 83I  in. 

Charles  I.  Born  in  1600.  Succeeded  to  the  throne  on  the  death  of  his  father,  James  I.,  in 
1625.  Married  Henrietta  Maria,  youngest  daughter  of  Henri  IV.  of  France.  His  reign  was  disturbed 
by  civil  wars,  in  which  he  was  defeated.  At  last  he  was  tried  before  a self-created  court  of  his 
subjects,  condemned  to  death,  and  beheaded  at  Whitehall,  January  30,  1649. 

Bernard  de  Nogaret,  Due  d’Epernon,  a French  nobleman,  was  born  1592.  He  served  in 
the  army,  and  when  Conde  threw  on  him  the  blame  for  the  reverse  at  Fontarabie  in  1638,  Richelieu 
had  him  condemned  to  death  for  treason,  1639.  He  had  fled  to  England,  and  was,  therefore, 
executed  in  effigy.  He  was  created  Knight  of  the  Garter.  At  the  death  of  Louis  XIII.  he  returned 
to  France,  and  resumed  the  government  of  Guienne,  which  he  had  previously  held.  He  was  vicious, 
haughty  and  rapacious,  and  he  is  accused  of  having  poisoned  his  first  wife  1627.  He  died  1661. 

A life-size  picture  of  King  Charles  I.,  under  a lofty  stone  archway,  riding 
a white  charger.  Age  about  thirty-four.  His  head  is  bare,  and  his  brown 
hair  falls  in  tresses  to  the  shoulders.  The  forehead  is  high  and  broad.  The 
eyes  are  dark,  with  a sad  expression.  The  eyebrows  are  dark  and  strongly 
marked.  The  nose  is  long  and  straight,  and  he  has  a small  dark  moustache 
curling  upwards  at  the  ends,  and  a small  pointed  dark  beard.  His  mouth  is 
small.  Complexion  fresh.  He  is  clad  in  armour  to  below  the  knees,  and  wears 
long,  light  buff  square-toed  leather  boots,  with  spurs.  Round  his  neck  is  a broad 
scalloped  lace  collar.  The  ribbon  and  George  of  the  Garter  hang  from  his  left 


* In  the  Royal  Palace  Archives,  Madrid. 
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shoulder.  His  right  hand  grasps  the  end  of  his  baton,  the  other  end  of  which 
rests  on  his  scarlet  and  gold  saddle-cloth. 

On  the  King’s  left,  by  the  side  of  the  horse,  walks  his  attendant  carrying 
his  Majesty’s  helmet.  His  hair  is  red,  and  falls  to  the  shoulders.  The  forehead 
is  low,  and  the  eyebrows  are  raised.  His  eyes  are  large  and  blue.  The  nose 
is  straight.  He  has  hi<jh  cheek  bones.  The  mouth  is  small.  He  has  a red 
moustache  curling  upwards  at  the  ends,  and  a pointed  beard  of  the  same  colour. 
Complexion  ruddy.  He  wears  a small  round  skull-cap  and  a large  white  linen 
collar,  a scarlet  tunic,  over  which  is  a large  flowing  cloak  of  the  same  colour, 
long  loose  breeches,  with  a lace  frill  below  the  knee,  buff  leather  boots  and  long 

o o 

spurs.  An  order  hangs  low  on  his  chest  from  a dark  ribbon  round  his  neck. 

Although  every  effort  has  been  made  to  determine  the  identity  of  the  second  figure 
in  this  picture,  it  has  been  impossible  to  do  so  with  certainty.  The  evidence,  however, 
points  to  M.  St.  Antoine,  one  of  three  individuals  who  have  at  various  times  been 
mentioned;  the  other  two  being  the  Due  d’Epemon  and  Bassompihre.  The  latter  may 
be  dismissed  at  once,  the  only  evidence  connecting  him  with  the  picture  being  that,  in 
a letter  to  M.  Seguier  concerning  this  and  other  paintings,  the  first  Duke  of  Wellington 
alludes  to  it  as  “ Charles  I.  on  horseback,  with  Bassompihre  ” ; while  the  facts  that 
Bassompihre  was  only  in  England  once — namely  in  1626 — and  that  he  was  a prisoner 
in  the  Bastille  from  1631  to  1643,  prove  conclusively  that  he  could  not  have  sat  for 
the  original  picture,  which,  as  we  are  told,  was  painted  in  1634. 

Having  thus  dealt  with  Bassompifcre,  we  have  to  choose  between  M.  St.  Antoine 
and  the  Due  d’Epernon. 

With  regard  to  the  latter,  although  it  is  known  that  he  was  in  England,  and  became 
a favourite  of  Charles  I.,  who  subsequently  sent  him  the  Garter  to  France,  he  did  not 
come  to  this  country  until  1639,  five  years  after  the  picture  was  painted.  Further,  in  a 
print  of  him  on  horseback  (1627),  the  features  do  not  in  any  way  resemble  those  of  the 
person  represented  in  this  picture,  and  the  same  is  the  case  in  another  print  of  him 
after  Mignard  (1661),  in  which  the  Duke  is  represented  as  having  a large,  coarse  face, 
quite  unlike  the  refined  features  of  the  attendant  in  the  picture. 

True,  we  find  his  name  on  an  engraving  of  the  original  by  Baron,  published  in 
1741,  but  it  is  the  first  time  his  name  appears  on  any  engraving  of  this  picture,  nor  can 
we  find  any  reason  for  its  introduction  at  that  time.  It  should  be  added  that,  in  another 
replica  of  this  picture  in  the  possession  of  the  Earl  of  Abingdon  at  Wytham  Abbey, 
“ Bernard  de  Nogaret  de  la  Valette  et  de  ” [the  remainder  is  hidden  by  the  frame],  which 
were  the  Due  d’Epernon’s  names,  are  painted  on  the  canvas  under  the  King's  attendant. 

With  regard  to  M.  St.  Antoine,  we  know  that  he  was  in  England  and  at  Court  at 
the  time  the  picture  was  painted,  and  that  in  the  manuscript  catalogue  of  James  II.’s 
pictures  the  picture  was  entered  as  “ Ks-  Ch.  I.  on  horseback,  Monsr.  St-  Antwaine  by 
him.”  The  compiler  of  this  official  catalogue,  writing  so  soon  after  the  picture  was 
painted,  would  surely  be  more  likely  to  know  whom  the  second  figure  was  intended  to 
represent,  than  persons  writing  more  than  a century  later. 

It  has  been  argued  that  M.  St.  Antoine,  being  a mere  riding-master,  would  not  be 
likely  to  have  been  chosen  as  attendant  on  the  King  in  so  important  a picture,  but  it 
should  not  be  forgotten  that  he  was  considered  of  sufficient  importance  to  lead  the 
“ cheval  de  deuil  ” at  the  funeral  of  Prince  Henry,  and  that  Charles  I.  subsequently 
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made  him  his  chief  equerry.  We  also  find  him  dining  with  Bassompihre  when  the  latter 
came  to  England  on  a special  embassy  in  1626,  and  Sully,  in  his  Memoirs,  alludes  to 
him  as  the  “ Sieur  da  St.  Antoine,”  which  facts  tend  to  show  that  he  was  a man  of  no 
mean  position. 

In  the  Windsor  Catalogue  the  second  figure  is  called  M.  St.  Antoine,  Due 
d’Epernon.  This  must  be  an  error,  as  no  Due  d’Epernon  ever  bore  the  name  of 
St.  Antoine. 

What  is  said  by  different  authorities  on  the  subject  will  be  seen  below. 

It  is  supposed  that  this  picture  formed  part  of  the  collection  of  Charles  I.,  which 
was  sold  by  order  of  Cromwell,  and  that  it  was  then  bought,  with  many  others,  for  the 
Duke  of  Alba.  In  a letter  to  Mr.  Seguier,  dated  Walmer  Castle,  August  14,  1829, 
the  first  Duke  of  Wellington  writes  : “ I bought  some  pictures  some  years  ago  from  my 
brother,  Lord  Cowley ; . . . . There  were  among  them  three  pretty  good  ones.  A 
Copy  or  Duplicate  of  the  Windsor  Charles  I.  on  horseback,  with  Bassonpierre  [r;V] 

....  They  all  came  from  the  collection  of  the  Duke  of  Alba ” 

King  Charles’s  attendant,  in  an  exactly  similar  picture,  at  Windsor,  is  called  in 
the  catalogue  “ Monsieur  de  St.  Antoine  (Duke  d’Espernon),”  and  the  first  Duke  of 
Wellington,  alluding  to  the  picture  now  under  discussion,  calls  the  attendant  “ Bassonpibre  ” 
(see  above).  Mr.  Rye,  however,  in  his  ‘ England  as  seen  by  Foreigners,  etc.,’  Note 
102,  p.  253,  tries  to  prove  that  the  man’s  name  was  “St.  Antoine,”  not  “ Bassonpiere,” 
or  the  “ Due  d’Espernon.”  The  following  is  what  he  says  : — 

“ Monsieur  St.  Antoine  was  Prince  Henry’s  riding  master  or  equerry.  He  was  an 
excellent  horseman,  and  was  sent  over  by  Henry  IV.  in  the  suite  of  the  Duke  of  Sully, 
when  that  ambassador  came  to  congratulate  James  on  his  accession  to  the  crown  of 
England,  in  1603.  The  copy  of  the  French  King’s  letter,  introducing  St.  Antoine  into 
the  service  of  James,  is  in  the  British  Museum  (Harl.  M.S.  1760,  fo.  24).  The  equerry 
is  here  spoken  of  as  ‘ ung  escuier  choisy  de  ma  main  pour  ayder  h monter  h cheval 
mon  cher  nepveu  vostre  filz.’  ....  St.  Antoine  was  usually  called  in  England 
‘ St.  Anthony  the  rider.’  ....  In  the  Privy  Purse  Expenses  of  Prince  Henry  (Rec. 
Off  Dom.  1 vii. ) , under  date  of  October  11,  1609,  is  an  entry,  ‘To  Sant  Anthoyne, 
when  he  went  to  Redding  to  bring  home  the  coltis  at  his  Highnes  command, 
....  On  the  death  of  Prince  Henry  in  1612,  the  French  equerry  led  a mourning 
horse— ‘ cheval  de  deuil’ — in  the  funeral  procession  of  his  late  young  master.  He 
then  became  equerry  to  Prince  (and  subsequently  King)  Charles,  in  whose  well-known 
magnificent  equestrian  portrait,  by  Van  Dyke,  he  is  represented  holding  the  King’s 

helmet In  Walpole’s  ‘ Anecdotes  of  Painting  ’ an  additional  epithet  or  dignity 

of  1 Chevalier  d’Epernon  ’ has  been  given  to  St.  Antoine,  which  has  been  adopted  by 
Mrs.  Jameson;  and  in  the  index  to  the  Catalogue  of  James  II. ’s  pictures,  which  was 
drawn  up  by  Walpole,  who  edited  the  work  (qto,  London,  1758),  Mons.  St.  Antoine  is 
exalted  into  a * Duke  d’Espernon,’  which  has  been  copied  by  Dellaway  and  others. 
But  there  is  in  reality  no  foundation  for  this,  for  in  the  original  manuscript  of  James  II.’s 
pictures  (Harl.  M.S.  1890,  fol.  76b),  the  picture  at  Hampton  Court  is  entered  thus: 
‘King  Charles  the  I.  on  horseback;  Monsr.  St.  Antwaine  by  him.’  He  has  also  been 
termed  (erroneously)  ‘Chevalier  d’Eperon.’  Granger  has  erred  in  stating  that  St  Antoine 
was  sent  with  six  horses  as  a present  to  Charles  I.;  while  Mrs.  Jameson  is  wrong  in 
the  assertion  that  Louis  XIII.  was  the  donor,  instead  of  Henry  IV.” 

Passavant , ‘ Tour , etc.,'  i.  104: — In  reference  to  the  equestrian  picture  of  Charles  I., 
by  Van  Dyk  at  Windsor,  says : “ Charles  I.  on  horseback,  with  a Groom  in  a red 
dress  : a repetition  of  this  picture  is  at  Apsley  House.” 

Pas  savant,  ‘ Tour , etc  A i.  171. 
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Waagen , Mr/  and  Artists,  ii.  298:— “The  picture  of  King  Charles  I.  on  horseback, 
here  called  Vandyck,  is  an  old  copy  of  that  at  Windsor  [painted  1634].” 

Hazlitt,  ‘ Criticisms  on  Art ,’  Appendix  lvi. 

‘ Athenaum ,’  January  8,  1853. 

IVaagen  ‘ Treasures ,’  ii.  277. 

Guijfrey,  '‘Antoine  Van  Dyck,  etc ,’  182  and  261. 

Collection—  Duke  of  Alba  (?).  See  Duke  of  Wellington’s  letter  to  Mr.  Seguier  (above). 

Right  Hon.  Sir  Henry  Wellesley,  G.C.B.  (afterwards  first  Lord  Cowley).  Date 
unknown. 

Bought  by  the  first  Duke  of  Wellington , before  1829,  from  the  first  Lord  Cowley. 


30  CLAUDIO  COELLO,  about  1621-1G93. 

SAINT  CATHERINE  OF  ALEXANDRIA. 

Canvas.  47 } x 37  in. 

According  to  legend,  St.  Catherine  was  the  daughter  of  Sabinella,  Queen  of  Egypt,  and  Costis, 
her  husband,  both  of  whom  were  pagans.  From  earliest  infancy  she  was  the  wonder  of  all,  for  her 
learning  and  grace  of  mind  and  person.  She  excelled  even  her  teachers.  At  the  death  of  Costis 
she  inherited  his  throne,  but  in  that  position  displayed  the  same  contempt  for  worldly  matters  as 
she  had  before.  Her  people,  however,  besought  her  to  marry  in  order  to  perpetuate  the  dynasty, 
at  the  same  time  telling  her  that  she  was  gifted  above  all  other  women.  To  this  she  replied  that 
she  would  remain  single  unless  she  found  a partner  more  gifted  than  herself.  Near  Alexandria  lived 
a hermit.  To  him  the  Virgin  Mary  appeared,  anil  he  was  sent  by  her  to  tell  Queen  Catherine  that 
the  husband  she  sought  was  her  Son,  the  King  of  Glory.  Catherine  desiring  to  see  him,  the  hermit 
gave  her  a picture  of  the  Virgin  Mary  and  her  Son,  and  the  heart  of  Catherine  was  immediately 
filled  with  love.  She  dreamed  that  night  that  she  journeyed  with  the  old  hermit  to  see  Christ  in  the 
sanctuary  on  the  top  of  a mountain.  I he  Virgin  led  her  to  our  Lord,  "ho  reiused  her,  saying, 
“She  is  not  fair  or  beautiful  enough  for  Me.”  On  this,  the  maiden  awoke  in  a passion  of  grief. 
The  next  morning  she  asked  the  hermit  what  she  should  do  to  become  worthy  of  her  Hea\enly' 
Bridegroom.  He,  seeing  that  she  was  a heathen,  taught  her  the  Christian  faith  and  baptised  her. 
That  night  Catherine  dreamed  that  she  was  again  presented  to  our  Lord,  who  smiled  upon  her,  and 
then  plighted  His  troth  by  placing  a ring  on  her  finger.  W hen  Catherine  awoke  she  saw  the  ring, 
and  regarding  herself  as  the  betrothed  of  Christ,  thought  only  of  being  re  united  to  Him  in  heaven. 
At  this  time  the  tyrant  Maximin  came  to  Alexandria,  and  desired  the  Christians  to  worship  heathen 
gods,  and  when  Catherine  refused,  ordered  fifty  philosophers  to  argue  with  her.  These,  ho'\e\er, 
she  convinced,  and  they  became  Christians.  I he  tyrant,  after  vain  attempts  to  undermine  the  virtue 
of  Catherine,  ordered  that  she  be  torn  to  pieces  by  spiked  wheels.  M hen  bound  between  these 
wheels,  fire  from  heaven  descended  in  answer  to  her  prayer  and  broke  them  in  pieces,  and  Catherine 
was  released.  Maximin  ultimately  had  her  beheaded  by  a sword,  and  angels  buried  her  on  the 
summit  of  Mount  Sinai. 

Three-quarters  length.  Lite  size.  St.  Catherine  is  represented  with  her 

face  inclined  upwards,  and  her  eyes,  in  which  there  are  tears,  gazing  in  the 
same  direction.  She  has  auburn  hair,  large  brown  eyes,  and  a small,  well-formed 
mouth ; her  complexion  is  fair.  She  wears  a coronet,  Irom  which  a gauzy 
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material  hangs  over  her  shoulders.  Above  the  coronet  is  a halo.  She  is  in  a 
semi-sitting  position,  with  her  right  hand  resting  on  the  hilt  of  an  upright  sword, 
and  her  left  arm  on  a spiked  wheel,  over  which  a portion  of  her  red  mantle  is 
thrown.  In  her  left  hand  is  a withered  palm.  She  is  dressed  in  a loose  white 
garment,  low  at  the  neck,  and  secured  by  a light  lilac  ribbon  crossed  at  the 
chest,  where  it  is  fastened  by  an  oblong  brooch  consisting  of  a large  sapphire 
set  in  gold.  A red  mantle,  embroidered  with  gold,  is  thrown  over  her  left 
shoulder.  Background  dark  and  indistinct. 

Signed  “Claud  Coell  Fa.  Piet.  Reg.,  anno  1683.” 

A picture  of  the  same  subject  formerly  belonged  to  the  Royal  Spanish  Collection, 
but  is  no  longer  there.  As  it  was  by  the  same  artist  as  the  picture  described  above 
(which  was  captured  at  Vitoria),  it  is  probably  the  same  painting,  and  consequently  the 
one  referred  to  by  the  author  quoted  below  as  having  been  executed  for  the  Royal 
Chapel  of  Santo  Domingo,  Madrid. 

Palomino , ‘ El  Museo , etc.]  iii.  655. 

Collection — Royal  Spanish,  Chapel  of  Santo  Domingo,  Madrid. 

Captured  at  Vitoria , 1813.  See  Introduction. 


246  ANTONIUS  VAN  DYCK,  1599-1641. 

MAGDALEN  WITH  ANGELS  (OR  ST.  ROSALIA?). 

Canvas.  45!  x 33!  in. 

In  the  right  centre  kneels  the  Magdalen  on  the  ledge  of  a rock  which  rises 
abruptly  behind  her,  overlooking  a lake,  left.  She  wears  a robe  of  dark  material, 
open  at  the  neck,  and  a thin  scarf  of  a lighter  shade  falls  over  her  right  shoulder. 
One  end  of  the  scarf  is  held  to  her  chest  by  her  left  hand,  and  the  other  rests 
on  her  left  arm.  Her  hair,  which  is  flaxen,  is  parted  in  the  centre,  and  falls 
loosely  down  both  sides  of  her  face  on  to  her  shoulders  and  chest.  Complexion 
fair.  Her  head  is  thrown  back,  and  her  blue  eyes  are  raised  to  heaven.  Her 
nose  is  straight  and  her  mouth  small,  with  lips  slightly  parted  and  showing  her 
teeth.  Her  right  hand  is  extended,  and  the  whole  position  and  expression  of 
countenance  denote  penitence.  In  front  of  her  on  the  rock  on  which  she  is 
kneeling  are  a skull  and  open  Bible.  From  above,  left,  descends  a small 
winged  angel,  nude  with  the  exception  of  a crimson  scarf,  which  floats  in  the 
air  in  his  flight,  with  one  end  resting  on  his  back.  His  hair  is  auburn  and 
curly,  and  he  smiles  as  with  his  right  hand  extended  he  is  about  to  place  a 
wreath  of  flowers  on  the  head  of  the  Magdalen,  while  in  the  left  he  carries  a 
bunch  of  lilies.  Fie  is  followed  by  a second  angel  of  darker  complexion,  the 
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upper  part  of  whose  body  alone  is  seen.  Beneath  the  two  angels,  and  above 
the  second,  are  dark  clouds.  Beyond  them  the  sky  is  blue  with  white  clouds, 
which  get  darker  and  more  dense  as  they  meet  the  horizon  beyond  the  hills 
which  encircle  the  lake. 

This  picture  is,  without  doubt,  the  painting  by  Van  Dyck  mentioned  in  the  MS. 
Inventories  of  the  Royal  Spanish  Collections,  etc.,  of  1772*  and  1789,*  because  (a)  the 
subject  and  dimensions  are  the  same  ; (b)  the  painting  mentioned  in  the  Inventories  is 
no  longer  in  the  Royal  Spanish  Galleries  ; (c)  the  picture  above  described  was  captured 
at  Vitoria  at  the  same  time  as  other  pictures  known  to  belong  to  those  collections.  In 
these  Inventories  it  is  entered  as  “St.  Rosalia,”  and  as  then  hanging  in  the  “passage  to 
the  King’s  pew”  in  the  Royal  Palace,  Madrid;  and  in  that  of  1789  as  “Magdalen 
crowned  with  Roses,”  and  as  being  in  the  “ King’s  Dressing-room  ” in  the  same  Palace, 
and  valued  at  j£6o. 

Cumberland , ‘ Catalogue , etc.'  (1787),  85. 

Ronz,  ‘ Vi  age,  etc.'  vi.  46,  mentions  two  similar  pictures  of  this  subject,  stating  that 
they  were  in  the  Prince’s  dressing-room  in  the  Royal  Palace,  Madrid.  One  of  them  is 
no  longer  in  the  Royal  Spanish  Collection. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria,  1813.  See  Introduction. 


115  JOSE  DE  RIBERA  (Spagnoletto),  1588-1656. 

ST.  JOHN  THE  BAPTIST. 

Canvas.  39I  x 29  in. 

St.  John  tire  Baptist  was  the  son  of  Zachary,  a priest,  and  Elizabeth,  a cousin  of  the  Virgin 
Mary.  His  early  life  was  spent  in  the  wilderness  in  prayer.  He  wore  a garment  of  camel’s  hair, 
and  lived  on  honey  and  locusts.  At  the  age  of  thirty  he  commenced  to  proclaim  the  coming  of 
the  Messiah,  exhorting  all  men  to  lead  holy  lives,  and  baptising  such  as  were  worthy.  Our  Lord 
Himself  was  baptised  by  him,  coming  from  Nazareth  for  that  purpose.  The  Baptist  then  declared 
Jesus  to  be  the  Messiah,  and  preached  Christ  wherever  he  went.  When  Herod  Antipas  married 
Herodias,  his  brother  Philip’s  wife,  John  boldly  reprehended  him.  Although  Herod  feared  and 
reverenced  the  Baptist,  at  the  instigation  of  Herodias  he  cast  him  into  prison.  Herodias  determined 
to  bring  about  his  death,  and  her  opportunity  came.  At  a banquet  Herod  was  so  enraptured  by  the 
dancing  of  Salome,  a daughter  of  Herodias  by  her  lawful  husband,  that  he  promised  her  anything 
she  might  ask.  At  her  mother’s  suggestion,  she  demanded  that  the  head  of  John  be  brought  to 
to  her  on  a dish.  Herod  gave  the  order : and  thus  died  the  forerunner  of  the  Saviour,  little 
more  than  two  years  after  the  commencement  of  his  ministry,  and  a year  before  the  death  of  Christ. 

Three-quarters  length.  Life  size.  St.  John  the  Baptist  is  seated  in  front 
of  a tree,  right.  His  body  is  inclined  slightly  to  the  left,  while  he  faces  to  the 
front.  The  upper  portion  of  his  body  is  nude  ; a ragged  sheep’s  skin  encircles 
the  lower  part,  from  the  chest  downwards.  His  right  arm  is  extended  to  the 
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left,  and  the  hand  grasps  a thin  wooden  cross.  A red  mantle,  thrown  over  his 
back,  conceals  the  right  shoulder  and  arm,  as  also  his  left  leg.  His  thick  brown 
hair  falls  about  his  shoulders,  with  the  dark  trunk  of  a tree  as  a background. 
The  dark  eyebrows  are  strongly  marked,  and  his  face  bears  an  expression  of 
sadness.  His  left  shoulder  and  arm  are  bare,  and  his  left  hand,  upturned,  rests 
on  his  knee.  The  head  of  a lamb  is  in  the  left  lower  corner  looking  up  at 
him.  In  the  left  far  distance  is  an  indistinct  landscape.  The  sky  is  blue. 

Signed  “Jusepe  de  Ribera,  Espanol  F.  1650,”  over  the  lamb’s  head. 

This  picture  is,  no  doubt,  a painting  by  Spagnoletto  mentioned  in  the  MS.  Inventory 
of  the  Royal  Spanish  Collections,  etc.,  of  1789,*  because  (a)  the  subject  and  dimen- 
sions are  the  same;  ( b ) the  painting  mentioned  in  the  Inventory  is  no  longer  in  the 
Royal  Spanish  Galleries ; ( c ) the  picture  above  described  was  captured  at  Vitoria  at  the 
same  time  as  other  pictures  known  to  belong  to  those  collections.  In  this  Inventory  it 
. is  entered  as  then  hanging  in  the  “Oratory”  in  the  Royal  Palace,  Madrid,  and  valued 
at  £ 100 . 

Townsend , ‘A  Journey , etc.,'  i.  261. 

Ponz,  ‘Viage,  etc£  vi.  41,  says  it  was  formerly  in  the  Queen’s  bedchamber  at  Madrid. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria , 1813.  See  Introduction. 


86  PHILIPS  WOUWERMAN,  1614-1668. 

THE  RETURN  FROM  THE  CHASE. 

Canvas.  29  x 41  in. 

Companion  picture  to  No.  245.  To  the  left,  on  rising  ground,  the  wall  of  a 
garden  stretches  away  as  far  as  the  left  middle  distance,  where  it  joins  a building 
with  a high  square  tower.  In  front  of  the  building  is  a domed  portico  and  small 
terrace,  on  which  are  several  figures,  approached  from  the  ground  by  a flight  of 
steps.  At  the  foot  of  the  terrace  is  an  ornamental  sheet  of  water,  a glimpse  of 
which  is  seen  through  the  archway  supporting  the  terrace.  On  the  water  are  an 
ornamental  barge  and  swans,  and  on  the  bank  beyond  is  seen  a small  and  graceful 
temple  close  to  a copse.  To  the  right  a high  pedestal,  partially  covered  by 
creepers,  is  surmounted  by  an  equestrian  statue.  The  middle  distance  represents 
a wooded  valley,  with  here  and  there  a building  peeping  out  from  amongst  the  trees. 
In  the  far  distance  is  a range  of  hills.  In  the  left  foreground  a high  stone  pedestal 
supports  a fine  ornamental  vase,  on  either  side  of  which  is  perched  a peacock. 
At  the  foot  of  the  pedestal  which  bears  the  statue  are  a fountain  and  basin,  at 
which  a woman  is  washing  linen,  while  a man,  horse  and  dogs  are  drinking. 
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A little  to  the  left  a coach  drawn  by  four  white  horses  is  ascending  from  the 
valley,  accompanied  by  two  men  on  foot  and  two  dogs.  In  front  of  the  coach  a 
man  lies  asleep  on  some  bundles,  and  his  companion,  with  a basket  on  his  back,  sits 
beside  him.  Two  dogs  are  galloping  by  them.  Here  also  is  a man  in  a red 
cloak,  mounted,  who  is  talking  to  another  man  on  foot  beside  him.  Close  by  are 
two  horses,  one  a dun,  on  to  which  a woman  is  lifting  a child,  and  the  other  a 
piebald  with  a red  saddle,  facing  the  wall,  and  held  by  a man  in  blue  who,  with 
his  back  to  the  spectator,  is  watching  another  taking  a dead  deer  from  the  back 
of  a mule.  To  the  left  three  dogs  are  quarrelling,  and  a man  is  running  up 
with  a stick  to  separate  them.  On  the  ground  close  to  this  group  are  a gamebag, 
a horn  and  other  accessories  of  the  chase.  Further  to  the  left  a man  is  about  to 
clean  a dead  stag,  and  behind  him  another  is  flincbnof  to  hounds  the  entrails  of  a 
deer  which  are  hanging  from  his  stick.  In  the  foreground  other  dogs  are  gnawing 
at  what  they  can  pick  up,  and  behind  them  a lady  is  being  assisted  by  a gentle- 
man to  dismount  from  a grey  horse.  Close  by  is  another  grey,  which  a gentleman 
has  just  dismounted  in  order  to  show  a young  woman,  whom  he  chucks  under 
the  chin,  a hare  he  has  been  fortunate  enough  to  bring  home.  In  the  right  fore- 
ground are  three  beggars — one  blind,  and  led  by  a white  dog.  A man  leading 
several  dogs  is  approaching  the  latter.  The  sky  is  blue,  with  light  airy  clouds. 


Signed 


W 


on  a stone  in  the  left  lower  corner. 


This  picture  and  its  companion,  No.  245  (both  captured  at  Vitoria),  are  probably 
the  two  paintings  by  Wouwerman  mentioned  in  the  MS.  Inventory  of  the  Royal  Spanish 
Collections,  etc.,  1789,*  and  with  which  they  agree  in  subject  and  dimensions.  The 
pictures  in  the  Inventory  are  entered  as  then  hanging  in  the  “ Card-room,”  in  the  Royal 
Palace,  Madrid,  and  are  valued  in  the  same  document  at  ^600  the  pair.  A similar 
pair  is  entered  in  an  earlier  Inventory  (1772)  as  then  hanging  in  the  apartment  of  the 
Infante  Don  Xavier,  in  the  same  Palace. 

Mention  is  made  in  Cumberland’s  ‘Catalogue,  & c.’  (1787)  78,  under  the  heading 
“ Wouvermans,”  of  “ two  most  beautiful  landscapes,  companions,”  in  the  Prince’s  dining- 
room [Royal  Palace,  Madrid].  As  the  picture  above  described  was  one  of  two  by  the 
same  artist  which  were  captured  at  Vitoria,  it  is  probable  that  it  is  one  of  the  two  men- 
tioned by  Cumberland,  especially  as  it  came  from  the  same  palace  as  Correggio’s  “ Christ 
in  the  Garden,”  also  captured  at  Vitoria,  and  now  in  the  Apsley  House  Collection  (No.  38). 


Smith,  ‘ Catalogue  Raisonne,  etc.,'  i.  284,  par.  306. — “A  Return  from  the  Chase. 
The  picture  exhibits  an  extensive  view  over  a country  intersected  by  rivers,  and  diversified 
with  buildings  and  trees.  A high  wall,  forming  the  terrace  of  a mansion  house,  occupies 
the  right  side,  near  the  entrance  to  which  a numerous  party  of  ladies  and  gentlemen, 
with  attendants  and  dogs,  have  halted,  and  many  others  are  seen  arriving  from  the 
opposite  side.  Amongst  those  nearest  to  the  entrance  are  a gentleman  (who  has  alighted 
from  a grey  horse  and  is  presenting  a hare  to  a lady),  while  another  gentleman  is 
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assisting  a lady  to  dismount  from  a roan  palfrey ; behind  the  latter  are  a huntsman 
paunching  a stag,  and  another  feeding  the  dogs,  three  of  which  are  quarrelling;  near 
these  are  a man  taking  off  a deer  from  the  back  of  a mule,  and  a page  holding  a light 
grey  spotted  horse ; a blind  man,  led  by  a dog,  is  close  to  the  left  side.  In  the  middle 
distance  are  seen  a coach,  drawn  by  four  grey  horses,  and  several  huntsmen  watering 
their  steeds  at  a fountain  adorned  with  an  equestrian  figure  on  the  top  of  a column. 
This  capital  picture  is  painted  in  the  artist’s  grey  or  silvery  manner.  This  is  probably 
the  picture  noticed  in  the  Collection  of  M.  Proley,  1787,  which  sold  for  14,500  fs. 
(^480)  [sic] Worth  800  gs.” 

Waagen,  '‘Art  and  Artists,’  ii.  300. 

Hazlitt,  ‘ Criticisms  on  Art’  Appendix  lvi. 

'‘Athenaeum’  June  22,  1844,  reporting  on  the  Exhibition  of  Ancient  Masters  at  the 
British  Institution  : — “ ....  Though  nearer  his  common  style,  has  also  a peculiar  charm  ; 
it  gives  terrestrial  doings  and  details  quite  an  enchanted  character,  and  makes  those 
earthiest  of  mortals — Dutch  ladies  and  cavaliers — resemble  rather  the  sportive  creatures 
that  play  i’  the  plighted  clouds  than  what  they  are — highborn  boors  and  booresses.  A 
small  equestrian  statue,  perched  on  an  isolated  ivy-bound  ruin,  reflects  its  beautiful  glitter 
over  the  whole  landscape.  Moreover,  by  its  admirable  position,  proportion,  and  amalga- 
mation with  the  scene  around  it,  this  ruinous  stack  might  teach  modern  architects  how 
to  be  architectonic,  and  likewise  how  short  a way  shafts  thrice  taller  than  Lombardy 
poplars  go  in  attaining  the  sublime,  or  polished  blocks  of  the  best  cut-stone  in  giving 
beauty.  When  he  imagined  these  pictures  the  painter  outdid  himself;  they  would  prove 
it  no  Hibernicism  to  entitle  a treatise  ‘ de  omnibus  Wouvermansibus  et  quibusdam  aliis.’  ” 

Kugler  (Head),  ‘ Handbook , etc.,’  i.  326: — “The  Queen’s  private  collection,  as  well  as 
those  of  the  Duke  of  Wellington  ....  contain  excellent  specimens  [of  Wouwermans].” 

Waagen,  1 Treasures’  ii.  274: — “Return  from  the  Chase.  The  rich  composition,  the 
landscape  background,  and  the  delicate,  harmonious,  silvery  tone  of  the  whole  render  this  one 
of  his  choicest  pictures.” 

‘ Times’  January  14,  1887,  reporting  on  the  Exhibition  of  Ancient  Masters  at  the 
Royal  Academy: — “The  two  Wouvermans  from  Apsley  House,  (73)  and  (79),  are  an 
instance  of  the  good  that  may  be  done  by  careful  cleaning,  just  as  some  of  the  Italian 
pictures  in  Room  IV.  show  what  harm  can  be  done  by  what  is  called  ‘restoration.’ 
Covered  with  dirt  and  yellow  varnish,  these  pictures  seemed  to  be  entirely  worthless, 
but  now  these  have  been  removed  and  they  come  out  as  fresh  and  brilliant  as  on  the 
day  when  Wouvermans  finished  them.  It  is  noticeable  that  Doctor  Waagen,  in  his 
account  of  the  Duke  of  Wellington’s  collection,  does  not  even  mention  these  pictures. 
Had  he  seen  them  in  their  present  state  he  would  not  have  failed  to  recognise  them  as 
among  the  most  important  works  of  the  master.”  [Dr.  Waagen  did  mention  this  picture 
(see  above).  The  companion  picture,  No.  245,  he  did  not  see,  as  it  was  at  Strathfieldsaye 
at  the  time  of  his  visit  to  Apsley  House.] 

Collections — Proley  (?),  1787.  14,500  frs. — ,£580.  [Although  Smith  (see  above)  states  these 

facts,  it  has  been  found  impossible  to  trace  this  sale.] 

Royal  Spanish,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria,  1813.  See  Introduction. 

Exhibited — British  Institution,  1828,  1841,  1844,  1855. 

Birmingham  Society  of  Arts,  1831. 

Royal  Academy  (Old  Masters),  1887. 
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87  CLAUDE  GELLEE  (Claude  de  Lorrain),  1600-1682. 

THE  EMBARKATION  OF  ST.  PAULA  FROM  THE  PORT  OF  OSTIA. 

Canvas,  ig]  x 14J  in. 

St.  Paula,  a Roman  lady,  was  born  in  347.  She  was  induced  by  her  friend,  St.  Jerome,  to  leave 
Rome  and  live  in  close  retirement  at  Bethlehem,  where  she  died  in  404.  This  picture  is  descriptive  of 
her  departure  from  Portus  Augusti,  the  harbour  built  at  Ostia,  near  Rome,  by  the  Emperor  Claudius, 
a.d.  41-54. 

Companion  picture  to  No.  89.  In  the  right  foreground  is  a quay,  forming 
part  of  the  port  of  Ostia,  and  the  steps  of  which  St.  Paula  is  descending 
towards  a boat,  centre,  in  which  is  a man  dressed  in  red  waiting  to  receive 

her.  She  is  accompanied  by  a youth,  and  followed  by  several  persons.  On 

the  left  is  a portico  supported  by  pillars,  with  steps  to  the  water,  where  a boat 

is  moored.  In  the  right  middle  distance  is  a palace  with  portico,  and  a semi- 

circular flight  of  steps  descending  to  the  water,  on  which  are  several  boats  and 
larger  shipping.  Beyond  is  another  palatial  building,  in  the  grounds  of  which  is  a 
tree.  In  the  right  far  distance  is  a continuation  of  palaces,  &c.  Evening  sun 
in  the  far  distance,  centre.  In  the  right  foreground  are  two  large  square  stones, 
on  one  of  which  are  the  words  “ Porto  De  Ostia  Claudio  Imp,”  and  on  the  other 
“ In  Barco  di  Sancta  Pavla”  (“Port  of  Ostia  in  the  time  of  the  Emperor  Claudius” 
and  “Embarkation  of  Sta.  Paula”).  The  sky  is  blue,  with  light  clouds. 

“68”  is  painted  in  white  in  the  left  lower  corner. 

This  picture  (captured  at  Vitoria)  is  the  painting  by  Claude,  of  the  same  subject, 
with  the  same  number  and  of  similar  dimensions,  mentioned  in  a MS.  Inventory  of 
1789,*  as  then  forming  part  of  the  Royal  Spanish  Collections,  whence  it  has  since 
disappeared.  In  the  Inventory  referred  to,  the  picture  is  entered  as  No.  68,  and  then 
hanging  in  the  Royal  Palace,  Aranjuez,  and  is  valued  in  the  same  document  at  £ 20 . 

'■Liber  Veritatis'  (Boydell),  i.  No.  61  : — “A  seaport  adorned  with  magnificent  edifices. 

A lady  with  two  attendants  and  two  gentlemen  are  landing  from  a boat A 

picture  representing  the  same  view,  with  the  subject  of  the  embarkation  of  St.  Paula,  is 

in  the  Collection  of  the  Duke  of  Wellington A duplicate  is  in  the  Dulwich 

Gallery.” 

Smith,  ‘ Catalogue  Raisonne , etc.'  i.  223,  No.  61  (after  mentioning  another  picture  by 
the  same  painter)  : — “ A picture  representing  precisely  the  same  view  as  the  preceding, 
in  which  is  introduced  the  subject  of  the  Embarkation  of  Saint  Paula,  who  is  seen 
leaning  on  a youth,  and  advancing  towards  the  water,  followed  by  two  female  attendants 
and  a page,  is  in  the  Collection  of  the  Duke  of  Wellington.  A duplicate  of  the  latter 
is  in  the  Dulwich  Gallery.” 
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Smith , ‘ Catalogue  Raisonne,  etc.'  viii.  384,  No.  422  : — “The  embarkation  of  St.  Paula 
from  the  Port  of  Ostia.  The  composition  exhibits  on  each  side  portions  of  noble 
buildings;  beyond  the  one  on  the  right  is  seen  a magnificent  palace,  and  still  more 
remote  are  other  buildings — the  Saint,  habited  in  a blue  vesture,  accompanied  by  a 
youth  and  followed  by  two  females,  is  descending  some  stone  steps  towards  a boat  lying 
ready  to  receive  her — the  composition  of  this  picture  corresponds  very  nearly  with 
No.  49  [a  picture  in  the  Royal  Spanish  Collection,  Madrid] A picture  corre- 

sponding very  nearly  with  the  preceding,  was  sold  in  the  collection  of  Noel  Desenfans, 
1802 — 200  guineas.  Now  in  the  Dulwich  Gallery.” 

Passavant,  ‘ Tour , etc.,'  i.  17 1 : — “A  beautiful  piece  and  in  excellent  preservation.” 

IVaagen,  ‘ Art  and  Artists  ’ ii.  298. 

Hazlitt , ‘ Criticisms  on  Art,'  Appendix  lvi. 

'Athenceum,'  January  8,  1853. 

IVaagen,  ‘ Treasures',  ii.  277  : — “ A small  sea  piece,  has  all  the  charm  of  the  master 
and  is  of  his  best  period.” 

Kugler  (Head)  ‘ Handbook , etc  A i.  318,  note. 

Mme.  Mark  Pattison , ‘ Claude  Lorrain,  etc.,'  212,  229. 

Dullea , '•Claude  Gellee,  etc.,’  47: — “About  1650  Claude’s  time  was  fully  occupied 

with  a large  commission  from  Philip  IY.  of  Spain Baldinucci  states  that  the 

commission  consisted  of  eight  works The  last  of  this  series  represents  the 

embarkation  of  Santa  Paula  from  the  port  of  Ostia  (L.  V.  49).  It  is  a grand  example  of 
Claude’s  idealised  harbours,  and  was  reproduced  by  him  at  least  three  times.  These 
replicas  now  belong  to  the  Duke  of  Wellington,  Lord  Portarlington,  and  the  Dulwich 
Gallery.” 

Collection — Royal  Spanish,  Aranjuez,  1789. 

Captured  at  Vitoria , 1813.  See  Introduction. 

Exhibited — British  Institution,  1828,  1845,  and  1855,  v'hen  it  was  called  “Porto  de  Ostia.” 

Birmingham  Society  of  Arts,  1831. 

Royal  Academy  (Old  Masters),  1887. 

Engraved  in  colour,  by  R.  Cockburn. 


126  ALONZO  DEL  ARCO,  1625-1700. 

THE  DEAD  CHRIST. 

Panel.  13J  x in. 

The  dead  body  of  Christ  is  in  a sitting  position  on  a rock,  turned  to  the 
right,  with  His  pierced  feet  on  a stone.  He  is  nude  with  the  exception  of  the 
end  of  His  winding  sheet  across  His  loins.  His  head  drops  forward  on  His 
chest,  and  the  wound  on  His  right  side  is  visible.  There  are  marks  of  blood 
on  His  forehead.  An  angel  with  light  curly  hair,  ruddy  face,  green  and  red 

Q 


GALLERY 


1 14 


outspread  wings,  and  green  drapery  over  the  right  shoulder,  stoops  down 
behind  the  body  of  the  Saviour,  and  is  in  the  act  of  raising  Him.  A second 
fair-haired  angel  kneels  near  Him.  right,  kissing  His  left  hand.  She  is  dressed 
in  a lilac  robe.  A lurid  light  seems  to  radiate  from  the  Saviour’s  head. 

Background  dark  and  indistinct. 

Signed  “Alonzo  de  Arco  y 1672”  in  the  left  lower  corner. 

“ 236  ” is  painted  in  white  in  the  right  lower  corner.  At  the  back  the  letters  “ P.  N.  S.”  are 
painted  in  black.  They  stand  for  “ Principe  nuestro  Senor,”  Le.  Prince  of  Asturias,  afterwards 
Charles  IV.,  to  whom  this  picture,  therefore,  at  one  time  belonged. 

Curtis,  ‘ Velazquez  and  Murillo ,’  205,  No.  227,  erroneously  attributes  this  picture  to 
Murillo,  and  calls  it  a “ Pieta,  or  Deposition.” 

Collection — Prince  of  Asturias,  about  1780. 

Captured  at  Vitoria,  1813.  See  Introduction. 


5 PETER  PAUL  RUBENS,  1577-1G40. 

PORTRAIT  OF  A MAN. 

Panel,  oval.  19’  x 14  in. 

Study  of  a man’s  head.  Life  size,  full  face.  Age  between  sixty  and 
seventy.  His  hair  is  white  and  scanty.  His  forehead  is  high,  and  his  com- 
plexion pink  and  white.  His  eyes  are  brown  and  small,  and  arc  glancing  right. 
His  ears  are  prominent.  He  wears  a very  slight  grey  moustache,  and  scanty 
grey  beard.  His  coat  is  dark,  and  he  has  a large  white  ruff  round  his  neck. 
Background  rough  and  indistinct. 

This  picture  and  another,  no  doubt  its  companion  (still  at  Madrid),  are  probably  two 
paintings  by  Rubens  mentioned  in  the  MS.  Inventory  of  the  Royal  Spanish  Collections) 
etc.,  of  1789,*  because  (a)  the  subjects  and  dimensions  are  the  same;  (b)  the  painting 
mentioned  in  the  Inventory  is  no  longer  in  the  Royal  Spanish  Galleries;  (c)  the  picture 
above  described  was  captured  at  Vitoria  at  the  same  time  as  other  pictures  known  to 
belong  to  those  collections.  In  this  Inventory  both  pictures  are  entered  as  then  hanging 
in  the  “King’s  Dressing  Room”  in  the  Royal  Palace,  Madrid,  and  valued  at  £24  the  pair. 

Cumberland,1  Catalogue,  etc.'  (17S7),  92.  Under  the  heading  “ Prince’s  Bedchamber” 
[in  the  Royal  Palace,  Madrid]  : — “Rubens.  Two  heads  of  old  men;  sketch-like  and  very 
grand.” 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria,  1813.  See  Introduction. 
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123  ALONZO  DEL  ARCO,  1625-1700. 

THE  SCOURGING  OF  CHRIST. 

Panel.  13  j x 7 -j  in. 

(St.  John,  xix.) 

Our  Saviour  is  represented  standing  in  a prison  cell,  nude,  with  the  excep- 
tion of  a white  cloth  about  His  loins.  The  lower  part  of  the  body  is  turned  to 
the  front,  while  the  upper  is  twisted  to  the  left,  both  hands  being  bound  by  a 
cord  to  a ring  on  a block  of  stone  on  that  side.  His  head,  surrounded  by  a 
halo,  is  inclined  downwards,  there  is  an  expression  of  anguish  on  His  face,  and 
His  hair  and  beard  are  lank.  A man,  dressed  in  red,  stands  behind  Him.  He 
is  in  the  act  of  striking,  and  holds  a scourge  in  his  uplifted  hand.  Another 

man,  likewise  in  red,  is  kneeling  on  the  floor,  left  foreground,  making  a birch. 
In  the  background  is  a large  barred  window,  beyond  which  the  prison  wall 
and  a glimpse  of  blue  sky  are  seen. 

At  the  back  the  letters  “ P.  N.  S.”  are  painted  in  black.  They  stand  for  “ Principe  nuestro  Senor,’ 
i.e.  Prince  of  Asturias,  afterwards  Charles  IV.,  to  whom  this  picture,  therefore,  at  one  time  belonged. 

This  picture  has  hitherto  been  attributed  by  Curtis  and  others  to  Murillo.  But  in 
style  and  treatment  it  resembles  so  closely  No.  126,  signed  by  Alonzo  del  Arco,  that 
there  is  no  doubt  both  pictures  were  painted  by  that  artist. 

Curtis , ‘ Velazquez  and  Murillo ,’  200,  No.  21 1. 

Collection — Prince  of  Asturias,  about  1780. 

Captured  at  Vitoria , 1813.  See  Introduction. 


89  CLAUDE  GELLEE  (Claude  de  Lorrain),  1600-1682. 

LANDSCAPE— VIEW  OF  TIVOLI:  SUNSET. 

Canvas.  19  X 14J  in. 

Companion  picture  to  No.  87.  In  the  middle  distance,  centre,  are  three  out- 
standing rocks  ; on  the  summit  of  the  centre  one  stands  the  circular  temple  of 
the  Sibyl,  and  on  that  of  the  furthest  is  a church.  Large  volumes  of  water, 
forming  fine  cascades,  fall  on  either  side  of  the  temple  into  the  river  Tiber  below, 
which,  meandering  through  a valley,  is  lost  to  view  in  the  right  far  distance. 
In  the  left  centre  are  some  fine  trees.  In  the  foreground,  centre,  is  a one- arched 
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stone  bridge  crossing  a brook.  A man  and  woman  are  driving  an  ox  and 
some  goats  across  it  in  the  direction  of  the  river.  They  are  preceded  by  a man 
driving  similar  animals  in  the  same  direction.  In  the  right  foreground  is  a tree. 
The  sky  overhead  is  blue  and  but  slightly  clouded,  whereas  above  the  horizon 
is  seen  the  pink  glow  of  a setting  sun  over  the  city  of  Rome  dimly  seen  in  the 
distance. 

“ 69  ” is  painted  in  white  in  the  left  lower  corner. 

This  picture  (captured  at  Vitoria)  is  the  painting  by  Claude  of  the  same  subject, 
with  the  same  number  and  of  similar  dimensions,  mentioned  in  a MS.  Inventory  of  1789* 
as  then  forming  part  of  the  Royal  Spanish  Collections,  whence  it  has  since  disappeared. 
In  the  Inventory  referred  to  the  picture  is  entered  as  then  hanging  in  the  Royal  Palace, 
Aranjuez,  and  is  valued  in  the  same  document  at  £20. 

This  picture  is  identical  in  composition  with  No.  62  in  vol.  i.  of  Boydell’s  '■Liber 
Veritatis ] which  is  thus  described  : “ 62.  Peasants  driving  cattle  over  a Bridge.  The 
Scene  exhibits  a hilly  Country  with  rich  clusters  of  Trees,  beyond  which  are  Buildings 
on  the  summit  of  Rocks;  one  of  them  is  the  Temple  of  the  Sybil.” 

Passavant , ‘Tour,  etc.]  i.  171. 

1 Athenaeum ] January  8,  1853. 

Kugler  (Head),  ‘ Handbook , etc.]  i.  318,  note. 

Pattis  on,  Mme.  Mark , ‘ Claude  Lorrain , etc.]  236. 

Dullea , '•Claude  Gellee , etc.]  Appendix  C,  127. 

Collection — Royal  Spanish,  Aranjuez,  1789. 

Captured  at  Vitoria , 1813.  See  Introduction. 

Exhibited — Royal  Manchester  Institution,  1834. 

British  Institution,  1845,  1855. 


245  PHILIPS  WOUWERMAN,  1614-1668. 

THE  DEPARTURE  OF  A HAWKING  PARTY. 

Canvas.  29  x 4of  in. 

Companion  picture  to  No.  86.  To  the  right  is  a high  greyish  house 
with  a lofty  arched  entrance,  approached  from  the  ground  by  a double  stone 
staircase  which  at  its  summit  forms  a terrace  in  front  of  it.  Beyond  the  house, 
and  communicating  with  it  by  means  of  a high  wall  and  covered  gallery,  is 
a domed  pavilion  with  an  arched  doorway,  beyond  which  is  the  high  wall  of  a 
garden.  To  the  right  of  the  pavilion  entrance  is  an  ornamental  fountain 
representing  Neptune  driving  his  sea-horses,  and  at  it  a horse  and  a dog  are 
drinking.  The  left  middle  distance  represents  a wooded  valley  with  buildings 


* In  the  Royal  Palace  Archives,  Madrid. 
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nestling  among  trees.  Beyond  the  valley,  left  centre,  rises  a rocky  mountain, 
on  the  side  of  which  is  a castle.  A lady  and  attendant,  the  latter  with  an 
open  Oriental  umbrella,  are  standing  at  the  top  of  the  stairs  leading  to  the 
house,  right,  and  below  them  a man  gives  his  hand  to  a lady  whom  he  is 
leading  down  the  steps,  at  the  bottom  of  which  are  two  horses,  one  a grey, 
whose  saddle  a man  is  attending  to.  Close  by,  a roan  horse  is  in  the  act  of 
kicking  at  a boy  and  a dog.  To  the  left  of  the  roan  a lady,  mounted  on  a 
brown,  and  with  feathers  in  her  head-dress,  is  talking  to  a man  who  stands 
beside  her.  Hard  by  stands  a sportsman  in  white  doublet,  long  buff  boots, 
and  with  feathers  in  his  hat.  A hunting  horn  is  suspended  from  his  shoulder, 
and  a servant  is  handing  him  refreshments  on  a tray.  Beside  him  is  his  horse, 
held  by  a man  whose  hat,  hunting  knife,  etc.  are  lying  on  the  ground.  In  the 
right  foreground  lies  the  trunk  of  a tree.  A man  lies  asleep  against  it,  while 
another,  with  outstretched  cap,  is  soliciting  alms.  Running  towards  them  is  a 
boy  in  a red  jacket  holding  a brace  of  greyhounds  in  a leash.  In  front  of  the 
pavilion,  centre,  are  the  principal  figures  in  the  picture,  a lady  and  gentleman 
starting  on  a hawking  expedition.  The  latter  is  mounted  on  a prancing  white 
horse.  He  wears  a grey  felt  hat  and  feathers,  a coat  of  a like  colour,  a white 
handkerchief  about  his  neck,  and  long  buff  boots.  At  his  left  side  hang  his 
hunting  dagger,  etc.  On  his  left  wrist,  which  is  uplifted,  is  perched  his  hawk 
with  partially  outspread  wings,  and  at  which  he  is  proudly  looking.  On  his 
right  rides  a lady  on  a dun-coloured  horse.  She  wears  a black  hat  with  white 
feathers,  a slightly  low-cut  bodice  and  white  linen  fichu.  Her  gown  is  lilac. 
Behind  her  rides  an  attendant  with  a long-handled  closed  Oriental  umbrella. 
She  is  preceded  by  another  attendant  in  red  on  foot.  In  front  of  the  latter  are 
two  men,  mounted,  one  on  a piebald  is  calling  to  the  chase  with  a blast  of  his 
trumpet,  while  the  other  is  allowing  his  horse,  a grey,  to  drink  from  the  stream 
they  are  in  the  act  of  fording,  and  at  which  several  hounds  are  likewise 
drinking.  In  the  left  foreground  are  four  figures — a man  carrying  a long  lance, 
another  carrying  a lamb,  a woman  with  a large  round  basket,  in  which  are 
vegetables,  poultry,  etc.,  on  her  head,  and  another  in  the  act  of  lifting  a basket 
full  of  poultry.  The  sky  is  light  blue,  with  a rain-cloud  overhead. 

9 


Signed  fJjf  in  the  right  lower  corner. 


This  picture  and  its  companion,  No.  86  (both  captured  at  Vitoria),  are  probably 
the  two  paintings  by  Wouwerman  mentioned  in  the  MS.  Inventory  of  the  Royal  Spanish 
Collections,  etc.,  1789,*  and  with  which  they  agree  in  subject  and  dimensions.  The 
pictures  in  the  Inventory  are  entered  as  then  hanging  in  the  “ Card-room  ” in  the  Royal 


* In  the  Royal  Palace  Archives,  Madrid. 
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Palace,  Madrid,  and  are  valued  in  the  same  document  at  £ 600  the  pair.  A similar 
pair  is  entered  in  an1  earlier  Inventory  (1772)  as  then  hanging  in  the  apartment  of  the 
Infante  Don  Xavier  in  the  same  Palace. 

This  picture  is  not  mentioned  by  Waagen  and  others,  as,  until  lately,  it  hung  at 
Strathfieldsaye,  and  did  not,  therefore,  form  part  of  the  Apsley  House  Collection. 

Mention  is  made  in  Cumberland’s  ‘Catalogue,  etc.’  (1787),  78,  under  the  heading 
“ Wouwermans,”  of  “ two  most  beautiful  landscapes,  companions,”  in  the  Prince’s  dining- 
room [Royal  Palace,  Madrid].  As  the  picture  above  described  was  one  of  two  by  the 
same  artist,  which  were  captured  at  Vitoria,  it  is  probable  that  it  is  one  of  the  two 
mentioned  by  Cumberland,  especially  as  it  came  from  the  same  palace  as  Correggio’s 
“ Christ  in  the  Garden,”  also  captured  at  Vitoria,  and  now  in  the  Apsley  House 
Collection  (No.  38). 

Smith,  ‘ Catalogue  Raisonne,  etc.,'  i.  255,  par.  188  : — “A  view  over  an  extensive  campaign 
country,  with  numerous  sportsmen  on  horseback,  accompanied  by  their  attendants  and  dogs, 
enjoying  the  amusement  of  hawking.  Collection  of  Proley,  1787.  14,500  frs.  (,£580). 

Hazlitt,  1 Criticisms  on  Art',  Appendix,  lvi. 

‘ Athenaum ,’  June  22,  1844,  reporting  on  Exhibition  of  Ancient  Masters  at  the  British 
Institution  : — “ Few,  even  among  those  who  consider  themselves  omniscient  cognoscenti, 
have  any  notion  that  this  artist  could  paint  such  a picture.  Perhaps  he  himself  had 
almost  as  little,  till  his  pencil  erred  into  excellence  above  his  aim.  There  are  some 
examples,  however  rare,  of  modest  self-ignorance  in  the  gifted,  and  Wouvermans  may  be 
one  of  these  white  blackbirds  for  aught  we  can  tell.  His  present  landscape  has  a grandeur, 
a poetic  air  about  its  conception  far  beyond  the  mere  background  to  relieve  his  figures, 
or  the  convenient  smoke  to  harmonise  his  grey  and  dun-coloured  horses,  which  is  all  he 
usually  attempts When  he  imagined  these  pictures  the  painter  outdid  himself” 

Kugler  (Head)  1 Handbook,  etc.,'  i.  326: — ‘‘The  Queen’s  private  collection,  as  well 
as  those  of  the  Duke  of  Wellington  ....  contain  excellent  specimens  [of  Wouvermans].” 

'Times,'  January  14,  1887,  reporting  on  the  Exhibition  of  Ancient  Masters  at  the 
Royal  Academy: — “The  two  Wouvermans  from  Apsley  House,  (73)  and  (79),  are  an 
instance  of  the  good  that  can  be  done  by  careful  cleaning,  just  as  some  of  the  Italian 
pictures  in  Room  IV.  show  what  harm  can  be  done  by  what  is  called  ‘restoration.’ 
Covered  with  dirt  and  yellow  varnish,  these  pictures  seemed  to  be  entirely  worthless, 
but  now  these  have  been  removed  and  they  come  out  as  fresh  and  brilliant  as  on  the 
day  when  Wouvermans  finished  them.  It  is  noticeable  that  Doctor  Waagen,  in  his 
account  of  the  Duke  of  Wellington’s  Collection,  does  not  even  mention  these  pictures. 
Had  he  seen  them  in  their  present  state  he  would  not  have  failed  to  recognise  them  as 
among  the  most  important  works  of  the  master.”  [Dr.  Waagen  did  not  see  this  picture, 
as  it  was  at  Strathfieldsaye  at  the  time  of  his  visit  to  Apsley  House,  but  he  did  mention 
the  companion  picture  No.  86,  see  p.  nr.] 

Collections — Proley  (?),  1787.  14,500  fs. — ^580.  [Although  Smith  (see  above)  states  these 

facts,  it  has  been  found  impossible  to  trace  this  sale.] 

Royal  Spanish,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria,  1813.  See  Introduction. 

Exhibited — British  Institution,  1828,  1841,  1844,  and  1855,  when  it  was  called  “Going  to 
the  Chase.” 

Birmingham  Society  of  Arts,  1831. 

Royal  Academy  (Old  Masters),  1887. 
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104  FRANCESCO  CAVALIERE  TREVISANI,  1656-1746. 

THE  HOLY  FAMILY,  WITH  ST.  CARLO  BORROMEO. 

Canvas.  18  X icA  in. 

Carlo  Borromeo,  born  1538,  was  one  of  the  greatest  men  of  his  century.  He  was  created 

cardinal  by  his  uncle,  Pius  IV.,  1560,  and  became  Archbishop  of  Milan,  Grand  Penitentiary,  and 

Legate  of  Romania  and  the  Marquisate  of  Ancona,  in  which  offices  he  greatly  distinguished  himself. 
He  assisted  his  uncle  in  ecclesiastical  matters,  and  brought  the  Council  of  Trent  to  a successful 
issue.  He  was  also  known  as  a theological  author.  He  died  1584,  and  was  canonised  1610. 

In  the  right  foreground  the  Virgin,  in  a white  robe  and  blue  mantle,  sits  in 

an  arm  chair  on  a dais,  with  the  Infant  Jesus  on  her  knees.  The  latter  extends 

His  right  hand  to  be  kissed  by  San  Carlo  Borrom6o,  who,  in  the  habit  of  a cardinal, 
and  with  hands  crossed  on  his  breast,  inclines  towards  Him.  Beyond  the  cardinal 
a column  is  seen.  Behind  the  Virgin’s  chair  is  an  angel,  and  two  others  are  on 
a cloud  above,  lifting  a drapery  which  hangs  down  behind  the  Virgin’s  chair. 
In  the  left  far  distance  are  a building  and  trees  under  a blue  and  cloudy  sky. 

“ 396  ” is  painted  in  white  in  the  right  lower  corner. 

Collection — Royal  Spanish. 

Captured  at  Vitoria , 1813.  See  Introduction. 


100  LAVINIA  FONTANA,  1552-1602. 

VIRGIN  AND  CHILD. 

Copper.  i8f  X 13  in. 

The  Virgin  is  represented  half  length,  standing  in  front  of  a green  drapery. 
Her  body  is  inclined  slightly  to  the  right.  Over  her  light  brown  hair  is  a grey 
scarf,  which  is  crossed  at  her  neck.  She  wears  a crimson  robe,  with  girdle, 
and  a green  shawl  covers  her  head  and  shoulders.  Her  forehead  is  high  and 
pale.  Her  eyebrows  are  long,  fine,  and  arched.  Her  eyes  are  large,  her  nose 
is  straight,  and  her  mouth  small.  Complexion  fair.  Her  head  leans  to  the 
right,  and  she  is  looking  down  at  the  Infant,  Whom  she  holds  in  her  hands.  He 
has  a white  cloth  across  His  right  shoulder,  and  it  covers  His  waist  and  loins. 
His  chest  and  arms  are  bare.  His  right  arm  is  lifted  to  the  Virgin’s  face, 
and  the  left  falls  over  her  left  hand.  Round  the  lower  part  of  His  body  is  a 

yellow  drapery,  leaving  the  legs  bare.  His  hair  is  light  and  curly.  His  eye- 
brows are  dark,  and  His  eyes  large  and  blue.  His  lips  are  parted,  and  He  is 
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looking  up  at  His  mother.  In  His  left  hand  He  holds  the  end  of  the  white 
cloth.  In  the  right  middle  distance  is  a red  and  white  building  under  a blue 
and  cloudy  sky. 

Captured  at  Vitoria , 1813.  See  Introduction. 


158  ANTONIO  VIVIAN  I (Codagora),  who  flourished  about  1G50, 

and  JAN  MIEL,  1599-1664. 

RUINS  WITH  FIGURES. 

Canvas.  25I  x i8§  in. 

On  the  right  is  a lofty  ruin,  embellished  with  one  circular  and  two  flat 
composite  columns.  In  the  right  foreground  is  a large  square  slab  of  stone, 
with  a portion  of  a fluted  column  resting  against  it.  Beyond  the  ruin,  right, 
runs  a wall  enclosing  a wooded  garden,  at  the  extremity  of  which  is  a circular 
bastion  surmounted  by  a turret.  In  the  left  foreground,  approaching  the  ruin, 
is  a woman  riding  a donkey,  followed  by  a man.  In  the  left  middle  and  far 
distances  wooded  hills  and  buildings.  The  sky  is  blue,  with  white  clouds. 

“143”  is  painted  in  white  in  the  left  lower  corner. 

Collection — Royal  Spanish. 

Captured  at  Vitoria,  1813.  See  Introduction. 


56  ROMAN  SCHOOL,  ATTRIBUTED  TO  GIOVANNI 

ANTONIO  SOGLIANI,  1492-1544. 

ADORATION  OF  THE  SHEPHERDS. 

Panel.  27!  X i8|  in. 

On  the  right  the  stone  archway  of  a ruin,  with  wooden  gate  leading  out  to 
hills,  right,  on  which  are  sheep  tended  by  shepherds.  At  the  foot  of  the  arch 
the  Virgin,  in  a red  robe  and  blue  cloak,  kneels  with  clasped  hands,  gazing  at  the 
Infant  Christ,  Who  is  lying  nude  on  a grey  cloth  on  the  ground,  His  head  resting 
on  trusses  of  straw.  On  each  side  of  the  Virgin  is  an  angel,  also  kneeling.  To 
the  left  stands  St.  Joseph,  with  two  shepherds  kneeling  in  front  of  him,  worshipping 
the  Infant.  In  the  left  middle  distance  a castle  and  horsemen.  In  the  far 
distance  hills  and  a wooded  landscape.  A group  of  nine  angels  hover  in  the  air 
above.  Through  the  archway,  right,  an  angel  is  seen  in  the  air  in  the  far 
distance.  The  sky  is  blue. 
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Waagen,  ‘ Art  and  Artists'  ii.  297  : — “ A sweet  picture,  The  Adoration  of  the  Shepherds, 
here  commonly  called  Perugino,  is  by  Sogliani,  and  is  designed  quite  in  the  manner  of  his 
master,  Lorenzo  di  Credi,  who  is  well  known  to  have  been  a fellow  pupil  of  Perugino’s  in 
the  atelier  of  Verrochio.” 

Hazlitt,  ‘ Criticisms  on  Art,'  Appendix  Iv. 

Cunningham , ‘ Handbook  for  London',  i.  28. 

Waagen,  '■Treasures',  ii.  276. 

Captured  at  Vitoria,  1813.  See  Introduction. 


66  PAINTER  UNKNOWN. 

EMPEROR  RUDOLPH  II. 

Canvas.  78 J X Alh  in. 

Rudolph  II.,  Emperor,  son  and  successor  of  Maximilian  II.;  born  (Vienna),  1552;  King  of 
Hungary  (1572),  of  Bohemia  (1575),  King  of  the  Romans,  then  Emperor  (1576).  He  was  irresolute, 
careless  of  affairs,  and  unfit  to  reign.  Germany  under  him  became  a prey  to  troubles  which  led  to 
the  Thirty  Years’  War.  He  waged  a very  unfortunate  war  in  Hungary  against  the  Turks.  Matthias, 
his  brother,  made  peace  against  his  wish  in  1606,  forced  him  to  cede  Hungary,  Moravia,  and 
Austria  to  him  (1608),  and*  eventually  dethroned  him  (1611).  Rudolph  was  learned  in  chemistry 
and  astronomy.  He  pensioned  handsomely  Tycho-Brahd  and  made  him  and  Kepler  edit  the  famous 
Rodolphine  Tables,  at  which  he  himself  used  often  to  work. 

Full  length.  Life  size.  The  Emperor  stands  in  the  centre  of  the  picture, 
facing  front,  with  a patterned  drapery  behind  him.  His  body  is  inclined  slightly 
to  the  right.  His  left  leg  is  advanced.  His  hair  is  brown  and  thick.  His 
forehead  is  high  and  his  cheeks  are  full.  His  eyebrows  are  short  and  rise 
outwards.  His  eyes  are  brown.  His  nose  is  long  and  his  lips  extremely 

thick.  He  wears  a coarse  brown  moustache,  and  a tuft  on  his  chin,  and  the 
lower  part  of  his  face  is  bloated.  His  complexion  is  ruddy.  The  expression 
of  his  countenance  is  coarse.  He  wears  a handsome  breastplate  of  steel  and 
gold,  descending  to  the  waist,  dark  trunks  and  pantaloons  and  buff  shoes.  He 
wears  the  order  and  collar  of  the  Golden  Fleece.  His  left  arm  rests  on  a 
scarlet-covered  table,  right,  with  his  hand  resting  on  a gold  and  richly  jewelled 
Imperial  crown,  which  is  lying  on  it.  In  his  right  hand  he  holds  a baton 
with  the  knuckles  of  his  hand  to  the  front.  He  wears  a gold-handled  sword, 
the  hilt  only  of  which  is  seen.  In  the  left  foreground,  on  the  floor,  lie  his 

helmet  and  one  of  his  gauntlets,  of  similar  make  to  the  armour.  Background 
dark  drapery. 

The  words  “ El  Emperador  Rodolfo  ” are  painted  at  the  foot  of  the  canvas. 

In  a letter  to  Mr.  Seguier,  dated  Walmer  Castle,  August  14,  1829,  the  first  Duke 
of  Wellington  writes  : — “ I bought  some  pictures  some  years  ago  from  my  brother,  Lord 
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Cowley There  were  among  them  three  pretty  good  ones  ....  an  original 

of  Rodolfe  de  Hapsburg They  all  came  from  the  collection  of  the  Duke  of 

Alva ” 

Collections — Duke  of  Alba  (?)  See  Duke  of  Wellington’s  letter  to  Mr.  Seguier  (above). 

Right  Hon.  Sir  Henry  Wellesley,  G.C.B.  (afterwards  first  Lord  Cowley).  Date 
unknown. 

Bought  by  the  first  Duke  of  Wellington , before  1829,  from  the  first  Lord  Cowley. 


51  ADAM  FRANS  VAN  DER  MEULEN,  1632-1690. 

THE  COLBERT  FAMILY. 

Canvas.  37  f x 5 of  in. 

(For  details  concerning  this  family  see  Mr.  Croker’s  letter  below.) 

To  the  left  a portion  of  a French  chateau,  with  a square  balustraded  terrace 
on  which  are  two  large  vases  in  front  of  it.  Flanging  over  the  parapet  is 
festooned  a blue  gold-embroidered  drapery,  on  which  lies  a blue  velvet  cushion 
embroidered  with  gold.  On  the  terrace,  behind  the  parapet,  and  resting  his 
hands  on  the  cushion,  is  an  ecclesiastic,  wearing  a light  blue  silk  vestment,  and 
with  a gold  cross  hanging  on  his  breast.  More  than  a dozen  figures,  some  of 
whom  are  also  ecclesiastics,  stand  on  the  terrace  behind  him.  With  one  of 
these  he  is  conversing.  In  the  left  foreground  is  a square  stone  pedestal, 
supporting  an  oval  escutcheon,  on  which  is  a snake  (the  crest  of  the  Colbert 
family)  in  relief.  The  escutcheon  is  surmounted  by  a coronet  and  a cardinal’s 
hat  likewise  carved  in  stone.  A dog,  in  stone,  lies  curled  round  the  back 
of  the  escutcheon  on  the  pedestal,  with  his  head  showing  on  the  far  side  of 
the  former.  Eight  magnificently  attired  bare-headed  horsemen  are  seen  in  the 
foreground  cantering  past  the  terrace  from  left  to  right.  They  are  dressed 
almost  alike,  and  as  follows  : full-bottomed  wig,  lapels  hanging  from  the  neck, 
under  which  is  a large  white  silk  rosette  ; a purple  tunic,  the  upper  part  of  the 
sleeves  of  which  is  striped  horizontally  with  gold  and  white  fur  ; over  the  tunic  a 
sleeveless  red  silk  flowing  robe  lined  with  white,  which  partially  covers  the  horse’s 
quarters,  and  reaches  to  the  ankle  of  the  rider  ; white  silk  stockings,  and  black, 
red-heeled  shoes ; a large  soft  circular  felt  hat,  with  gold  cord  with  tassels  round 
it,  and  white  gauntlet  gloves.  The  horses  are  richly  caparisoned  urith  gold 
saddle-cloth,  from  which  hang  large  gold  tassels,  and  highly  ornamented  bridles, 
and  gold-embroidered  breastplates.  Of  the  four  horses  which  are  visible,  the  first 
and  last  are  cream-coloured  and  the  others  bay.  Two  mounted  trumpeters, 
in  red  and  gold,  precede  the  cavalcade,  right.  They  are  blowing  their  trumpets. 
Beyond  the  terrace  are  trees,  and  in  right  far  distance  a French  park,  with 
fountain  and  figures.  The  sky  is  blue. 
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In  a letter  to  the  first  Duke  of  Wellington,  dated  June  6,  1835,  the  Right  Hon.  John 
Wilson  Croker  writes  : “The  Colberts  bear  arms  very  like  the  scutcheon  on  the  picture 
....  I incline  to  think  that  your  picture  relates  to  the  Colberts  ....  You  will 
see  that  all  your  figures  are  dressed  nearly  alike,  and  I find  that  five  or  six  of  the 
Colberts  were  Grand  Treasurers  of  the  Order  of  the  Saint  Esprit,  between  1680  and 
1701.  For  instance,  (I.)  Jean  Baptiste,  Marquis  de  Seignelay,  who  died  1683.  (II.)  his 

son,  also  Marquis  de  Seignelay,  who  died  1690.  (III.)  Charles,  Marquis  de  Croissy, 
cousin  of  the  last-named,  succeeded  as  Grand  Treasurer,  but  died  1696.  (IV.)  Jean 

Baptiste,  Marquis  de  Torcy,  first  Chancellor,  and  afterwards  Grand  Treasurer  on  the 
death  of  the  former.  He  resigned  in  1701  in  favour  of  (V.)  Gilbert  Colbert  de  St. 
Ponange,  who  had  been  before  Intendent  of  the  Order.  I can  have  little  doubt  that 
other  members  of  this  family  belonged  to  the  Order  also,  and  this  seems  to  afford  a 
clue  to  your  picture,  where  a number  of  persons — evidently  of  high  rank — are  dressed 

alike As  it  was  the  great  Colbert  who  brought  Van  der  Meulen  to  Paris,  and 

was  his  peculiar  patron,  I have  little  doubt  that  this  picture  is  of  this  family,  whether  a 
fancy  congregation  of  different  generations  of  them  or  not.” 

Mr.  Martin , in  his  MS.  notes  respecting  the  Apsley  House  pictures,  says : — “ Mr. 
Morant  has  a fine  engraving  of  the  great  Colbert,  which  closely  resembles  the  face  and 
figure  of  the  leading  personage  in  the  Duke’s  picture.” 

‘ Quarterly'  xcii.  464 : — “ The  Van  der  Meulen  ....  all  gorgeous  in  scarlet  and 
cavaliers  of  the  time  of  Louis  XIV.  proceeding  to  a marriage  and  blessed  from  a 
balcony  by  a violet-robed  prelate : a serpent,  on  an  armorial  shield,  connects  the  incident 
with  the  Colbert  family.  The  cool  landscape  and  gradation  of  tints  is  admirable.” 

In  a letter  to  the  Duchess  of  Wellington  dated  Palais  du  Louvre,  August  13,  1894, 
the  Directeur  des  Musees  Nationaux  et  de  l’Ecole  du  Louvre,  writes  with  regard  to  this 
picture  : “ Les  armes  sont  celles  de  la  famille  Colbert.  Le  chapeau  d’c*v€que  d<-signe 
Jacques  Nicolas  Colbert,  arche'veque  de  Rouen  (1654-1707),  second  fils  du  grand  ministre. 
C’est  done  lui  qui,  assis  sur  la  terrasse  de  son  chateau,  regarde  les  huit  cavaliers.  Mais, 
quels  sont  ces  huit  cavaliers,  en  costume  de  cour  ? ...  . Nous  supposons  que  ce  sont 
des  membres  de  la  famille,  les  cinq  autres  fils  de  Colbert,  ses  deux  frbres,  et  son  neveu.” 

Bought  by,  or  presented  to,  the  first  Duke  of  Wellington. 


138  JAN  BRUEGHEL,  1568-1625. 

A ROAD  SCENE,  WITH  FIGURES. 

Copper.  8 x 12J  in. 

This  landscape  represents  the  summit  of  a hill,  from  which  is  an  extensive 
view  towards  the  left  over  a vast  and  partially  wooded  valley,  extending  as  far  as 
the  eye  can  reach.  A road  skirting  the  summit  of  this  hill  passes  between  two 
small  clumps  of  trees,  centre.  Beyond  the  left  clump  is  a small  chapel,  in  front 
of  which  a man  in  a red  j’acket  is  praying.  Beyond  the  chapel  is  a small  cross, 
close  to  which,  on  the  road,  is  a waggon.  In  the  centre  of  the  valley  below 
the  waggon  is  a town  with,  apparently,  a cathedral.  In  the  right  foreground 


r 2 


124 


GALLERY 


is  a cavalry  soldier  wearing  a cavalier  hat  and  feather,  pink  jacket  and  leather 
boots.  He  is  riding  a grey  horse,  and,  with  his  back  to  the  spectator,  is 
looking  towards  the  chapel.  On  the  ground  behind  him  are  the  skeleton  of 
an  animal  and  some  bones.  To  the  left  of  these  is  a man  with  a gun,  on  a 
grey  cob  which  a boy  is  holding.  A dog  is  close  to  them.  Further  to  the 
left,  and  on  the  road,  a man  and  boy  are  tramping  wearily  along  towards  the 
chapel.  The  former  has  a red  jacket  and  blue  trousers,  and  carries  a staff  in 
his  hand  and  a basket  of  poultry  on  his  back.  The  boy,  in  a red  cap,  blue 
jacket,  and  white  tucked-up  trousers,  carries  a basket  over  his  left  arm  and  a 
pitcher  in  his  right  hand.  These  are  preceded  by  two  women  and  a child, 
walking  in  the  same  direction  and  carrying  various  articles.  To  the  left  of 
these  last-named  groups,  and  facing  the  spectator,  stands  a four-wheeled  waggon 
on  the  road.  It  contains  a man  and  a woman,  and  is  drawn  by  three  horses, 
a white  one  in  front  of  two  greys.  On  the  far  side  of  the  former  stands 
a man  in  a red  jacket.  In  the  left  foreground,  facing  this  waggon,  is  another 
drawn  by  two  horses,  a brown  and  a bay.  A man  in  a red  jacket  is  arranging 
the  bridle  of  the  latter,  and  close  to  him  is  a dog.  In  the  valley  beyond  them 
is  another  town  with  a church,  left.  Several  birds  are  in  the  air  and  on  the 
trees.  1 he  sky  indicates  a threatened  storm. 

This  picture  (captured  at  Vitoria)  is  one  of  two  paintings  by  Brueghel  of  the  same 
subject  and  of  similar  dimensions,  and  both  numbered  “ 1025,”  mentioned  in  a MS. 
Inventory  of  1772  * as  then  forming  part  of  the  Royal  Spanish  Collections.  In  the 
Inventory  referred  to,  the  pictures  are  entered  as  “ 1025.  Pair.  Metal.  Groups  of 
people  travelling  in  carts,  on  foot,  and  on  horseback,”  and  as  then  hanging  in  the 
“ Green  Cabinet  Room  ” in  the  Royal  Palace,  Madrid. 

This  picture  has  been  so  much  injured  by  cleaning  that  its  Spanish  number  is 
entirely  obliterated. 

Collection — Royal  Spanish,  the  Palace,  Madrid,  1772. 

Captured  at  Vitoria , 1813.  See  Introduction. 


132  PEETER  GYSELS,  1621-1690  or  1691. 

RIVER  VIEW,  WITH  FIGURES. 

Copper.  10!  x 13!  in. 

A stream,  with  green  banks,  stretches  from  the  right  foreground  straight 
back  to  the  right  far  distance.  The  left  and  left  centre  of  the  picture  represent 

* In  the  Royal  Palace  Archives,  Madrid. 
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a road  running  through  a town  or  village.  In  the  left  foreground  is  an  inn, 
in  front  of  which  are  a number  of  figures,  including  two  men  mounted,  also 
two  greyhounds  and  other  dogs.  In  the  left  middle  distance  is  the  church,  in 
front  of  which  a priest  is  conversing  with  a man.  On  the  bank  of  the  stream, 
right  centre,  is  a house  with  small  outbuildings  and  a few  trees.  A woman  is 
entering  the  yard  gate,  near  her  are  two  pigs,  and  beyond  them  is  a group  of 
four  figures.  There  are  several  houses  in  the  bend  of  the  road  beyond.  In 
the  right  foreground  a sailing-boat,  containing  many  figures,  is  approaching 
the  landing  place.  To  the  left  of  the  stream,  in  the  middle  distance,  is  an 
elaborately  laid  out  garden,  beyond  which,  left,  is  a church  surrounded  by 
trees.  The  sky  is  blue,  with  white  clouds. 

Signed  “Petrus  Geysels”  in  the  right  centre  foreground. 

“956”  is  painted  in  white  in  the  right  foreground. 

In  the  1772  MS.  Inventory*  of  the  Royal  Spanish  Collections,  etc.,  mention  is  made 
of  sixty-nine  pictures  by  Brueghel,  or  of  his  School.  Eight  of  these  bear  the  number 
“ 956,”  are  of  about  the  same  size,  and  are  described  in  the  Inventory  as  follows : — 

“ Landscape.  1 A Country  Fair.’  On  metal.” 

‘“Noah’s  Ark,  with  numerous  animals.’  On  metal.” 

“ A pair  of  equal  size.  ‘ The  Passage  of  a River,  with  various  figures  on  horseback 
and  in  carts,’  and  ‘ Farm  Buildings,  and  a waterside  with  boats.’  ” 

“‘Waterside,  with  boats  in  foreground,  ships  in  distance.’  On  metal.” 

“ ‘ Waterscape  with  Windmills.’  On  metal.” 

“ A pair  of  landscapes.  On  metal.” 

In  this  (Apsley  House)  Collection  there  are  four  pictures  (Nos.  127,  132,  134  and 
207)  bearing  the  Spanish  number  “956,”  and  as  they  were  captured  at  Vitoria  they  are 
without  doubt  four  of  the  eight  mentioned  above;  but,  as  will  be  observed,  the  descrip- 
tions are  so  vague  that  the  only  one  which  can  be  identified  with  certainty  is  the 
‘ Noah’s  Ark  with  animals.” 

The  picture  described  above  and  No.  10  (both  captured  at  Vitoria)  are  no  doubt 
the  two  paintings,  “ style  of  Brueghel,”  of  the  same  subjects  and  of  similar  dimensions, 
mentioned  in  a MS.  Inventory  of  1789*  as  then  forming  part  of  the  Royal  Spanish 
Collections,  whence  they  have  since  disappeared.  In  the  Inventory  referred  to,  the 
pictures  are  entered  as  “956  and  957  ...  . ‘Passing  a River’  and  ‘A  Waterside  Piece, 
with  buildings,  men  on  horses,  etc.,’  style  of  Brueghel,”  and  as  then  hanging  in  the 
“King’s  First  Cabinet”  in  the  Royal  Palace,  Madrid,  and  are  valued  in  the  same 
document  at  ^90  the  pair. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria,  r8i3.  See  Introduction. 


* In  the  Royal  Palace  Archives,  Madrid. 
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94  ATTRIBUTED  TO  JACOB  OCHTERVELT,  who  flourished 
in  the  second  half  of  the  17th  century  and  died  before  1710. 

A MUSICAL  PARTY. 

Panel.  8|  x 13  j in. 

An  interior.  In  the  centre  is  a table  covered  with  a red  cloth.  Seated 

round  it  are  four  figures  ; on  the  right  a man,  facing  left,  is  playing  on  a guitar 

from  music  lying  on  the  table  before  him.  He  has  long  curly  brown  hair,  and 
wears  a dark  garment  with  white  linen  collar  and  cuffs.  Opposite  to  him,  left 
centre,  with  her  back  partially  turned  to  the  spectator,  sits  a woman  in  a yellow 
gown.  Her  hair  is  flaxen.  Part  of  it  falls  on  to  her  chest,  concealing  most  of 

the  right  side  of  her  face.  The  remainder  is  drawn  back  and  held  behind  her 

head  by  a circular  comb.  Her  eyebrows  are  very  marked.  A three-cornered 
linen  fichu  is  over  her  shoulders.  On  her  right  wrist  are  two  bangles.  She  is 
singing  from  a book  which  she  holds  open  before  her.  Looking  over  her  left 
shoulder  sits  another  woman,  with  dark  hair  and  gown,  and  wearing  a pearl 
necklace.  On  the  other  side  of  the  table,  facing  the  spectator,  sits  a third 
woman,  wearing  a hat  with  a red  feather.  A setting  sun  is  seen  through  an 
open  window  in  the  far  distance. 

There  is  an  indistinct  signature  in  the  left  lower  corner. 

“314"  is  painted  in  white  in  the  left  lower  corner.  the  monogram  of  St.  Lorenzo,  is 

painted  in  black  at  the  back  of  the  panel,  and  signifies  that  the  picture  once  formed  part  of  the 
Collection  at  the  Escorial. 

This  picture  should  not  have  been  numbered  94,  as  it  was  captured  at  Vitoria,  as 
shown  by  a list  of  the  captured  pictures  made  by  Mr.  Seguier  on  their  arrival  in 
London.  The  numbering,  however,  cannot  be  altered,  as  it  is  thus  entered  in  the 
Wellington  Heirloom  Catalogue. 

Collection — Royal  Spanish,  Escorial.  Date  unknown. 

Captured  at  Vitoria,  1813.  See  Introduction. 

Exhibited — Grafton  Gallery,  1897. 


61  CARLO  DEL  CANE  (?),  1618-1688. 

CHRIST  PRAYING  IN  THE  GARDEN. 

Copper.  23 1 x i7i  in- 

On  a mound  in  the  Garden  of  Gethsemane,  centre,  Our  Saviour,  clad  in 
a white  linen  raiment  and  a blue  mantle,  is  kneeling  in  front  of  a tree.  His 
body  is  turned  slightly  to  the  left.  His  hair  is  light  and  lank,  and  He  wears  a 
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small  light  beard.  Anguish  is  depicted  on  His  face,  and  both  His  hands  are 
outspread,  palms  upwards,  as  if  in  supplication.  He  gazes  towards  an  angel, 
who,  bearing  a cross  in  the  right  hand  and  a cup  in  the  left,  appears  to  Him 
in  a glow  of  light,  in  the  left  far  distance.  The  foreground,  on  a lower  level, 
is  occupied  by  three  sleeping  apostles.  In  the  centre  lies  Peter,  with  his  head 
supported  by  his  right  hand — in  his  left  he  holds  a sword.  In  the  right  far 
distance  is  seen  Judas,  followed  by  soldiers,  entering  through  the  garden  gate, 
on  which  the  light  of  the  moon  descends. 

Although  the  words  “ Carlo  Oldrado  Flamenco  facebat  in  Roma,”  are  painted  at 
the  back  of  this  picture,  there  is  no  known  painter  of  that  name.  As  the  style 
much  resembles  that  of  Morazzone,  it  seems  probable  that  the  picture  was  painted  by 
one  of  his  best  imitators,  Carlo  de  Cane  (i 6 1 8-1688),  who  was  bom  in  the  Milanese, 
very  likely  of  Flemish  parents  who  had  previously  settled  there. 

This  picture  and  its  companion,  No.  69,  are,  without  doubt,  two  paintings  (artist’s 
name  not  given)  mentioned  in  the  MS.  Inventories  of  the  Royal  Spanish  Collections, 
etc.,  of  1772*  and  1789,*  because  (a)  the  subjects  and  dimensions  are  the  same; 

(b)  the  painting  mentioned  in  the  Inventory  is  no  longer  in  the  Royal  Spanish  Galleries ; 

(c)  the  picture  above  described  was  captured  at  Vitoria  at  the  same  time  as  other 
pictures  known  to  belong  to  those  collections.  In  the  Inventory  of  1772  they  are 
entered  as  then  warehoused  in  a vault  in  the  Royal  Palace,  Madrid,  in  charge  of  an 
official  of  the  late  queen-mother  [Isabel  Famese] ; and  in  that  of  1789  as  being  in  the 
“ King’s  Private  Oratory,”  in  the  same  Palace,  and  valued  at  ^40  the  pair. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria,  1813.  See  Introduction. 

95  SCHOOL  OF  LEONARDO  DA  VINCI. 

THE  HOLY  FAMILY. 

Panel.  19  X 18  in. 

The  Virgin,  to  the  waist,  occupies  the  left  centre  of  the  picture.  She 
wears  a brown  material  over  her  hair,  which  is  light  brown  and  parted  in  the 
centre,  and  across  her  forehead  is  a transparent  veil.  Her  eyebrows  are  fine 
and  arched.  Her  eyes  are  blue.  The  nose  is  fine  and  straight,  the  mouth 
small,  and  chin  fine.  She  wears  a dark  robe,  with  neck  bare.  Complexion  fair. 
She  looks  down  at  the  Infant  Saviour  and  St.  John  embracing  each  other. 
They  are  both  nude,  and  have  red  and  fair  curly  hair.  Behind  the  Virgin, 
right,  and  looking  over  her  shoulder,  is  St.  Joseph.  His  hair,  whiskers, 
moustaches  and  beard  are  greyish.  The  forehead  is  high,  and  the  eyebrows 
are  dark  and  arched.  The  nose  is  fine  and  straight.  Complexion  fair.  He 
wears  a brown  robe,  with  neck  bare.  Background  dark. 


* In  the  Royal  Palace  Archives,  Madrid. 
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“364”  is  painted  in  white  in  the  right  lower  corner. 

Numerous  replicas  of  these  two  children  are  ascribed  to  Leonardo,  but  this  is  the 
only  one  known  to  us  containing  in  addition  the  figure  of  the  Virgin  which  is  in  the  style 
of  Luini. 

Collection — Royal  Spanish. 

Captured  at  Vitoria,  1813.  See  Introduction. 

112  GERARD  TER-BORCH  (Terburg),  1617-1681. 

THEATRICALS  IN  A FLEMISH  TOWN. 

Canvas,  2 of  X 29^  in. 

This  picture  represents  a theatrical  performance  of  strolling  players,  on  a 
temporary  stage  erected  in  the  centre  of  a large  open  space  in  a Flemish  town. 
In  the  background,  centre,  is  a large  house,  flanked  on  either  side  by  buildings  of 
minor  importance.  In  front  of  it  is  the  wooden  stage,  on  which  nine  persons  are 
engaged  in  a theatrical  performance.  At  the  foot  of,  and  around  the  stage  is  a 
crowd  of  people,  including  several  men  on  horseback.  In  the  right  foreground  is 
a large  coach,  in  which  are  three  persons  ; a group  of  three  men  are  standing  near 
it,  and  a beggar  woman,  with  a child,  is  asking  alms  of  them.  In  the  left 
foreground  is  another  coach,  out  of  the  window  of  which  two  ladies  are  looking, 
and  to  whom  a passer-by  is  bowing.  The  sky  is  blue  and  cloudy. 

Signed  “T.B.”  in  red  in  the  right  centre  foreground. 

“ 345  ” is  painted  in  white  in  the  right  lower  corner. 

A picture  of  the  same  subject  formerly  belonged  to  the  collection  of  the  Prince  of 
Asturias  at  the  Casa  del  Campo  del  Escorial,  and  is  mentioned  in  the  MS.  Inventory* 
of  his  property  in  that  residence,  compiled  probably  about  1780.  As  it  has  since 
disappeared  from  the  Royal  Spanish  Collection,  it  is  probably  the  picture  described  above 
(captured  at  Vitoria),  with  which  it  agrees  in  dimensions  as  well  as  in  subject. 

Collection — Royal  Spanish,  Casa  del  Campo,  Escorial,  about  1780  (probably). 

Captured  at  Vitoria,  1813.  See  Introduction. 

Exhibited — Grafton  Gallery,  1897,  when  it  was  erroneously  attributed  to  Theodorus  Helmbreker. 


22  AERT  (Aernout)  VAN  DER  NEER,  1603-1677. 

RIVER  VIEW:  EVENING. 

Canvas.  i8£  x 24  in. 

A river  meanders  from  the  foreground  to  the  far  distance,  centre.  From  the 
middle  distance  to  the  foreground  its  banks  have  numerous  creeks.  In  the  far 

o 


* In  the  Royal  Palace  Archives,  Madrid. 
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distance  are  several  sailing  vessels,  and  nearer  is  a boat,  centre,  in  which  two  men 
are  fishing.  In  the  right  foreground,  close  to  the  water’s  edge,  are  three  trees 
between  the  trunks  of  which  some  farm  buildings,  near  a copse,  are  seen  on  the 
river  bank,  in  the  right  middle  distance.  Half-way  between  the  three  trees  and 
the  farm  the  bank  juts  out  into  mid-stream.  At  the  end  of  the  promontory 
thus  formed  a man  is  fishing,  and  near  him  some  fishermen’s  nets  are  put  out 
to  dry.  In  the  right  foreground  are  two  men  conveying  two  basket  eel-pots  in 
a boat.  In  the  left  foreground  are  a branchless  dead  tree  and  a few  shrubs  on 
the  river  bank.  In  the  left  middle  distance,  beyond  another  little  promontory7, 
are  seen  the  tower  of  a church  above  some  trees,  and,  nearer  the  river,  another 
building.  Some  little  distance  further,  on  the  same  bank,  is  another  church,  and 
a third  is  seen  on  the  same  side  of  the  river  near  the  horizon.  The  sky 
is  stormy.  .. 

Signed  yrV  \\Jj  in  the  foreground,  centre. 

“ 345  ” is  painted  in  white  in  the  right  lower  corner. 


Collection — Royal  Spanish. 

Captured  at  Vitoria , 1813.  See  Introduction. 


125  GIUSEPPE  CESARE  (II  Cavaliere  d’Arpino),  1568  (?)— 1 640. 

THE  EXPULSION  FROM  PARADISE. 

Copper.  19  ’ x 13*  in. 

(Genesis,  iii.) 

In  the  centre  foreground  are  Adam  and  Eve,  nude,  with  their  backs  to  the 
winged  angel,  who  is  descending  from  above  in  a flood  of  light,  left.  The  right 
hand  of  Adam  is  extended  backwards,  as  if  to  ward  off  the  angel’s  approach  ; his 
left  hand  is  raised  across  his  chest.  His  face,  on  which  both  shame  and  terror 
are  expressed,  is  inclined  downwards,  as  he  walks  away  from  the  pursuing  angel. 
Eve,  who  walks  by  his  side,  looks  back  towards  the  angel  with  a suppliant  face, 
her  light  hair  streaming  down  her  back  ; her  hands  are  crossed  on  her  chest. 
The  angel,  clad  in  a white  and  lilac  robe,  has  both  his  hands  outstretched,  and  in 
the  right  holds  a fiery  sword.  He  looks  down  mournfully  at  the  sinners  he  is 
driving  from  the  Garden.  To  the  right  is  seen  the  Garden  of  Eden,  stretching 
out  into  the  far  distance.  The  sky  is  dark  and  blue. 
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A picture  of  the  same  subject  formerly  belonged  to  the  collection  of  the  Prince  of 
Asturias  at  the  Casa  del  Campo  del  Escorial,  and  is  mentioned  in  the  MS.  Inventory* 
of  his  property  in  that  residence,  compiled  probably  about  1780.  As  it  has  since 
disappeared  from  the  Royal  Spanish  Collection,  and  as  it  was  by  the  same  artist  as  the 
painting  described  above  (captured  at  Vitoria),  and  of  similar  dimensions,  it  is  no  doubt 
the  same  picture. 

A similar  picture  by  the  same  artist,  and  almost  identical  in  composition,  is  in  the 
Louvre. 

Collection — Royal  Spanish,  Casa  del  Campo,  Escorial,  about  1780. 

Captured  at  Vitoria,  1813.  See  Introduction. 


69  CARLO  DEL  CANE  (?),  1618-1688. 

ADORATION  OF  THE  VIRGIN. 

Copper.  24-jf  x iS§  in. 

The  Virgin,  in  a pink  robe  with  a blue  drapery  over  her  head  and  another 
over  her  knees,  is  on  a dais  approached  by  several  steps.  Her  head  is  bent 
slightly  downwards  and  her  hands  join  in  front  of  her  chest.  Above  her  is 
the  dove,  descending  in  a circular  glow  of  light.  She  is  surrounded  by  men 
and  women  in  different  attitudes  of  adoration.  In  the  left  foreground,  facing 
the  Virgin,  sits  a man  in  a dark  green  robe  and  red  mantle,  on  a raised  plat- 
form. In  the  right  foreground  a man  is  kneeling  with  extended  hands,  and 
near  him  sits  another  holding  an  open  book. 

This  picture  and  its  companion,  No.  61,  are  without  doubt  two  paintings  (artist’s 
name  not  given)  mentioned  in  the  MS.  Inventories  of  the  Royal  Spanish  Collections,  etc., 
of  1772*  and  1789,*  because  (a)  the  subject  and  dimensions  are  the  same;  ( b ) the  painting 
mentioned  in  the  Inventory  is  no  longer  in  the  Royal  Spanish  Galleries  ; ( c ) the  picture 
above  described  was  captured  at  Vitoria  at  the  same  time  as  other  pictures  known  to 
belong  to  those  collections.  In  the  Inventory  of  1772  they  are  entered  as  then  ware- 
housed in  a vault  in  the  Royal  Palace,  Madrid,  in  charge  of  an  official  of  the  late 
queen-mother  [Isabel  Farnese] ; and  in  that  of  1789  as  being  in  the  “King’s  Private 
Oratory”  in  the  same  Palace,  and  valued  at  ,£40  the  pair. 

Although  the  words  “Carlo  Oldrado  Flamenco  facebat  in  Roma”  are  painted  at  the 
back  of  this  picture,  there  is  no  known  painter  of  that  name.  As  the  style  much  resembles 
that  of  Morrazone,  it  seems  probable  that  the  picture  was  painted  by  one  of  his  best 
imitators,  Carlo  de  Cane  (16 18-1688),  who  was  born  in  the  Milanese,  very  likely  of 
Flemish  parents  who  had  previously  settled  there. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria,  1813.  See  Introduction. 


* In  the  Royal  Palace  Archives,  Madrid. 
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54  ATTRIBUTED  TO  PETER  FABRIS,  who  flourished  1770, 
or  CLAUDE  JOSEPH  VERNET,  1714-1789. 

ITALIAN  LANDSCAPE,  WITH  FIGURES. 

Canvas.  i8§  x 30  in. 

Companion  picture  to  No.  76.  A landscape.  On  the  left  is  a house  by 
the  side  of  a lake,  with  a tiled  roof  supported  by  wooden  uprights,  and  thus 
forming  a sort  of  balcony.  The  nearest  portion  of  the  house  has  a flat  roof 
on  which  are  numerous  flower-pots,  and  has  a high  arched  doorway  which  a 
man  is  entering.  At  this  end  of  the  wing  is  a balcony  on  which  a woman 
stands  in  the  act  of  hanging  up  a bird-cage.  By  her  side  a child  looks  down 
over  the  balcony.  In  front  of  the  house,  right  centre,  is  a tree.  At  its 

foot  a party  of  men  and  women  are  sitting  on  wooden  benches  at  a long 
table,  at  the  end  of  which,  left,  a woman  is  sitting,  cutting  a melon.  On  her 

left  stands  a boy  eating  brown  bread.  A man  is  lying  with  his  back  to  the 

spectator  at  the  end  of  the  bench  and  on  the  old  woman’s  right.  With  his 
right  hand  he  grasps  the  arm  of  a woman  sitting  next  to  him,  close  to  whom 
sits  another  whose  health  is  being  drunk  by  a man  sitting  on  a chair  at  the 
end  of  the  table  opposite  the  old  woman.  Further  to  the  right  another  woman 
approaches  the  table,  carrying  a steaming  bowl  of  food.  On  the  far  side  of 
the  table  are  two  figures  reading  a letter.  Beyond  is  a birch  tree,  and  further 
on,  in  the  middle  distance,  some  poplars.  Two  men,  one  apparently  a blind 
beggar,  are  ascending  the  bank  of  the  lake,  centre,  and  approaching.  In  the 
right  foreground  a man  is  leaning  over  a well.  Behind  him  in  the  foreground, 
right  centre,  sits  a woman  nursing  a child.  A boy  watches  her,  and  a large 
dog  is  lying  near  him.  In  the  right  middle  distance  on  the  opposite  side  of 
the  lake  are  buildings,  and  further  on  hills.  The  sun  is  setting  in  the  far 
distance,  centre,  beyond  the  lake.  The  sky  is  blue,  with  light  clouds. 

“270”  is  painted  in  white  in  the  left  lower  corner. 

As,  according  to  Naglers  ‘ Kiitistler-Lexicon'  xx.  130,  the  Prince  of  Asturias  (after- 
wards Charles  IV.  of  Spain)  bought  six  Vernets  in  1781  for  40,000  frcs.,  and  as  the 

picture  above  described  was  captured  at  Vitoria,  it  is,  if  by  Vernet,  probably  one  of  the 
six  referred  to. 

Collection — Royal  Spanish. 

Captured  at  Vitoria , 1813.  See  Introduction. 
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78  CORNELIS  VAN  POELENBURGH,  1586-1667. 

THE  CRUCIFIXION. 

Panel.  22  x 1 9 ' in. 

(St.  John,  xix.) 

In  the  left  foreground  is  a high  wooden  cross  on  which  the  Saviour  is 
crucified,  with  His  body  inclined  to  the  right.  Nailed  in  front  of  the  summit 
of  the  cross  is  the  inscription  “I.N.R.I.”  The  Saviour,  Whose  hands  and  feet 
are  nailed  to  the  cross,  wears  the  crown  of  thorns  on  His  drooping  head.  His 
hair  is  dark  brown,  and  He  has  a beard  of  the  same  colour.  His  body,  which 
is  ashy  white,  is  nude  with  the  exception  of  a white  cloth  about  His  loins.  At 
the  foot  of  the  cross,  right,  and  clasping  it  with  both  hands,  kneels  Mary 

Magdalen  in  a yellow  robe.  Her  light  hair  is  tied  with  a red  ribbon.  In 
the  centre,  stand  Mary,  the  mother  of  Jesus,  and  John.  They  are  both 

looking  up  at  the  cross.  The  former  has  a white  linen  cloth  on  her  head,  and 

a lilac  robe  with  a blue  mantle  over  it.  Her  feet  are  bare.  She  faces  front 
with  her  head  raised  to  Christ,  and  her  hands  clasped  in  front  of  her.  John,  who 
stands  on  her  left,  with  his  body  turned  towards  the  cross,  wears  a green  robe 
and  red  mantle ; he  also  is  barefooted,  and  holds  up  his  hands  in  anguish. 
Agony  is  expressed  on  both  their  faces.  Behind  John,  and  riding  a white 

horse  partially  concealed  by  some  rising  ground,  is  an  old  man  with  a white 
beard,  dressed  in  lilac  and  light  blue.  Other  figures  of  men  and  women 
surround  the  foot  of  the  cross.  In  the  left  middle  distance  is  seen  Jerusalem 
on  the  summit  of  a hill  beyond  a valley.  Hovering  near  the  cross  in  a cleft 
in  the  clouds  are  numerous  angel-boys  in  different  attitudes,  expressive  of  fear 
and  grief.  Avenging  angels  are  also  seen  in  the  sky,  right,  driving  fallen 
angels  from  heaven.  At  the  foot  of  the  cross  are  a skull  and  some  bones,  and 
in  the  foreground,  right  centre,  some  fragments  of  a building.  The  sky  is  dark, 
but  in  the  right  far  distance  the  landscape  is  somewhat  lighter. 

Signed  “C.P.”  on  one  of  the  fragments  of  stone,  centre  foreground. 

“ 447  ” is  painted  in  white  in  the  left  lower  corner,  and  in  the  right  lower  corner  is  a white 
cross.  The  Inventories  of  the  Royal  Spanish  Collections  contain  no  explanation  of  a white  cross, 
but  Madrazo  (‘Viage  Artistico,’  171)  says  that  of  the  455  pictures  belonging  to  Philip  V.  the  newest 
acquisitions  were  marked  with  the  cross  of  Burgundy,  “ a sign  distinctive  of  their  exalted  owner.” 

Collection — Royal  Spanish.  Between  1731  and  1746. 

Captured  at  Vitoria,  18x3.  See  Introduction. 
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27  PAINTER  UNKNOWN. 

THE  INFANT  CHRIST  APPEARING  TO  ST.  ANTHONY  OF  PADUA. 

Canvas.  1 9 1 x 14  in. 

St.  Anthony  of  Padua  was  born  at  Lisbon,  1195,  and  entered  the  Franciscan  order  when  St. 
Francis  was  still  living,  and  went  to  preach  to  the  Moors.  He  afterwards  taught  in  Italy.  He  offended 
the  general  of  his  Order  by  his  severity  and  fearless  denunciation  of  abuses,  and  to  save  him  from 
threatened  confinement,  Gregory  IX.  called  him  to  Rome.  He  died  at  Padua,  1231,  and  was  canonised 
1232.  He  was  the  author  of  various  theological  works.  Among  other  legends  told  of  him  is  the 
following: — He  was  staying  in  the  house  of  a man  of  rank  at  Simonsin,  who,  wishing  to  watch  him 
in  private,  looked  through  a chink  in  the  wall  and  saw  him  in  converse  with  the  Infant  Saviour. 

An  interior.  The  right  foreground  is  entirely  filled  up  by  a wooden  table, 
on  the  shelves  of  which  are  books,  one  open.  Standing  on  the  table  is  the 
Infant  Christ,  nude,  with  a halo  about  His  head.  He  faces  left,  and  holds 
out  His  hands  towards  St.  Anthony,  who,  in  the  monastic  habit  of  the  Order 
of  St.  Francis,  is  kneeling,  with  upturned  face,  at  the  table,  left  foreground. 
A halo  is  above  his  head.  His  hair  is  grey.  His  ears  are  large  and  pro- 
minent. He  is  gazing  into  the  face  of  the  Saviour.  His  right  hand  is  uplifted, 
and  with  the  left  he  holds  open  the  Bible  that  lies  on  the  table  before  him. 
'I  he  background  is  dark  and  indistinct ; the  face  of  St.  Anthony  and  the 
immediate  surroundings  are  lit  up  by  the  Saviour’s  halo. 

This  coat-of-arms,  which  denotes  that  the  picture  once  belonged  to  the  Collection 
of  Queen  Dona  Isabel  Farnese,  second  wife  of  Philip  V.  of  Spain,  at  the  Palace  of 
San  Udefonso,  is  stamped  on  the  back  of  the  canvas.  Subsequently  three  hundred  and 
eighty-seven  of  these  pictures  were  sent  to  Aranjuez. 


Collection — Royal  Spanish,  San  Ildefonso.  Between  1734  and  1760. 
Captured  at  Vitoria , 1813.  See  Introduction. 
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114  SCHOOL  OF  LUINI. 

SALVATOR  MUNDI. 

Canvas.  24 f x i84  in. 

Bust.  Life  size.  The  body  and  face  of  Christ  are  facing  front.  Round 
His  head  is  a slight  metal  halo.  His  brown  hair  is  parted  in  the  centre  and 
falls  in  tresses  to  His  shoulders.  The  eyebrows  are  well  pencilled,  tapering  off 
towards  the  extremities.  The  eyelids  are  red  and  swollen.  The  eyes  are 
large,  brown,  almond-shaped,  and  wear  a dim  aspect  of  extreme  sorrow.  The 
hair  on  His  upper  lip  is  light  brown  and  fine.  His  whiskers,  of  the  same  colour, 
end  in  a short  fine  curly  beard.  He  is  in  the  act  of  speaking,  with  parted  lips. 
He  wears  a low-necked  red  robe  with  a slight  design  of  gold  and  a narrow 
black  and  gold  border.  Over  His  shoulders  is  a green  mantle  with  gold  stripe. 
His  right  hand  is  raised,  with  fingers  distended,  and  His  left  rests  on  a transparent 
crystal  orb  bound  with  bands  of  gold  and  surmounted  by  a slender  gold  cross. 
Behind  His  left  shoulder  is  seen  the  head  of  an  apostle  with  halo  above.  On 
the  same  side,  more  to  the  front  and  right,  is  the  face  of  the  Virgin  Mary, 
inclined  towards  the  front.  Over  her  head  is  a halo.  Her  hair  falls  in  brown 
tresses  to  her  shoulders.  Her  forehead  is  somewhat  low,  her  eyebrows  finely 
pencilled,  her  eyelids  are  red  and  swollen.  Her  eyes  are  large,  brown,  and 
almond-shaped.  Her  mouth  is  well  formed,  and  her  lips  are  slightly  parted.  Her 
nose  is  straight,  chin  small,  and  complexion  high  coloured.  She  wears  a scarlet 
robe.  Over  Christ’s  right  shoulder  the  heads  of  two  other  apostles  with  haloes 
above  are  indistinctly  seen,  and  on  the  same  side,  further  forward,  is  the  head 
of  a fourth  apostle,  probably  Peter.  Above  it  is  a halo.  His  hair  is  grey, 
short,  and  stands  up  above  the  forehead,  which  is  rather  low.  The  eyebrows 
are  grey  and  coarse,  and  brows  knitted.  The  eyes  are  large,  dark,  and  have 
a stern  expression.  His  nose  is  large,  and  he  wears  a grey  moustache  and 
beard.  His  mouth  is  coarse  and  his  lips  are  parted.  He  wears  a yellow  robe 
with  narrow  black  and  yellow  border.  Background  dark. 

Captured  at  Vitoria,  1813.  See  Introduction. 
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76  ATTRIBUTED  TO  PETER  FABRIS,  who  flourished  1770  ; 
or  CLAUDE  JOSEPH  VERNET,  1714-1789. 

ITALIAN  LANDSCAPE,  WITH  FIGURES. 

Canvas.  18  J x 30  in. 

Companion  picture  to  No.  54.  A ruin,  probably  of  a tomb,  by  the 
seaside.  It  consists  of  a reddish  blocked-up  lofty  archway,  right  centre,  in 
front  of  which  is  a broken  fluted  column.  Above  the  archway  grow  creepers, 

a cactus,  etc.  The  building  runs  back  until  it  joins  a high  wall,  right,  at  right 
angles.  In  this  wall  is  an  open  wooden  gate,  in  front  of  which  are  a man,  a 
mule  and  a dog.  A girl,  behind  whom  the  head  of  a man  is  seen,  is  looking 
over  the  wall  from  the  other  side,  evidently  standing  on  a ladder.  A palm 
and  some  poplars  are  seen  beyond  the  wall.  In  the  centre  foreground  a 
young  man  and  a girl  are  dancing  to  the  music  of  a guitar  played  by  a man, 
seated,  right  foreground,  accompanied  on  a tambourine  by  a woman  seated  in 
a chair  behind  him.  A dog  is  asleep  by  his  side.  The  dancing  is  watched  by 
a group  of  people  in  front  of  the  ruin.  In  the  left  foreground  a young  man 
in  a red  jacket,  and  with  his  hat  in  his  hand,  leans  against  a tree.  Beyond 
him  and  the  dancers  the  sea  with  shipping  on  it  stretches  to  the  horizon.  On 
the  shore,  left  centre,  are  two  bathers.  In  the  right  foreground  a flight  of 
steps,  with  poultry  beyond,  leads  up  to  the  wall.  In  the  left  foreground  a 
canopied  barge  with  figures.  The  sky  is  blue  and  cloudy. 

As,  according  to  Nagle/ s 1 Kunstler-Lexicon]  xx.  130,  the  Prince  of  Asturias  (after- 
wards Charles  IV.  of  Spain)  bought  six  pictures  by  Vernet  in  1781  for  40,000  frs.,  and 
as  the  picture  above  described  was  captured  at  Vitoria,  it  is,  if  by  Vernet,  probably  one 
of  the  six  referred  to. 

Captured  at  Vitoria,  1813.  See  Introduction. 


47  ADAM  FRANS  VAN  DER  MEULEN,  1632-1690. 

LOUIS  XIV.  AT  A SIEGE. 

Canvas.  20 g x 23 1 in. 

Louis  XIV.,  King  of  France,  called  “ Le  Grand  Monarque,”  son  of  Louis  XIII.  and  Anne  of 
Austria,  was  born  in  1638.  During  the  early  part  of  his  reign,  France  was  most  successful  in  her 
military  undertakings  abroad,  whereas  at  home  she  was  distracted  by  internal  divisions.  At  one 
time  the  Parisians  rose,  and  drove  the  King,  his  mother,  and  Cardinal  Mazarin,  his  minister,  from 
the  city.  Later,  France  engaged  in  war  with  Spain,  England,  Holland,  Germany,  etc.  Amidst  all 
his  glory,  Louis  revoked  the  Edict  of  Nantes,  thereby  driving  from  France  innumerable  mechanics, 
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etc.,  who  settled  in  other  countries.  His  numerous  successes  on  land  were  counterbalanced  by  the 
defeat  of  his  fleet  off  La  Hogue  by  Admiral  Russell,  1692.  Then  followed  the  campaigns  celebrated 
for  the  battles  of  Blenheim,  Ramillies,  Oudenarde,  and  Malplaquet.  In  1713  a treaty  of  peace  was 
signed  at  Utrecht  by  France,  Spain,  England,  Savoy,  Portugal,  Prussia,  and  Holland.  Louis  died 
in  1715,  aged  77.  His  reign  is  celebrated  as  an  era  of  magnificence,  learning,  and  profligacy,  and 
he  left  behind  him  monuments  of  unprecedented  splendour  and  expense. 

Louis  XIV.  witnessing  from  rising  ground  an  attack  on  a fortified  town, 
which  is  seen  with  its  churches,  etc.  in  the  far  distance,  centre.  In  the  centre 
foreground  is  the  King  mounted  on  a dun  charger,  with  his  body  facing  the 
town  and  his  head  turned  to  the  left,  listening  to  what  is  being  said  by  a 
mounted  officer,  left  foreground.  The  King  wears  a three-cornered  hat,  gold 
embroidered  coat,  white  sash  and  long  buff  leather  boots.  Behind  him,  right 
centre,  is  an  officer  in  a red  coat,  mounted  on  a grey  charger.  In  front  of  the 
latter  are  several  mounted  officers,  evidently  receiving  orders  from  him.  Various 
groups  of  soldiers  in  the  valley  are  advancing  towards  the  beleaguered  city, 
which  in  several  places  is  seen  to  be  on  fire.  The  sky  is  blue  and  cloudy. 

Bought  by , or  presented  to,  the  first  Duke  ofi  Wellington. 


74  GIUSEPPE  CESARE  (II  Cavaliere  D’Arpino),  1568(?)-1G40. 

MARRIAGE  OF  ST.  CATHERINE. 

Panel.  25 J x 18  in. 

According  to  legend,  St.  Catherine  was  the  daughter  of  Sabinella,  Queen  of  Egypt,  and  Costis, 
her  husband,  both  of  whom  were  pagans.  From  earliest  infancy  she  was  the  wonder  of  all,  for  her 
learning  and  grace  of  mind  and  person.  She  excelled  even  her  teachers.  At  the  death  of  Costis  she 
inherited  his  throne,  but  in  that  position  displayed  the  same  contempt  for  worldly  matters  as  she  had 
before.  Her  people,  however,  besought  her  to  marry  in  order  to  perpetuate  the  dynasty,  at  the  same 
time  telling  her  that  she  was  gifted  above  all  other  women.  To  this  she  replied  that  she  would 
remain  single  unless  she  found  a partner  more  gifted  than  herself.  Near  Alexandria  lived  a hermit. 
To  him  the  Virgin  Mary  appeared,  and  he  was  sent  by  her  to  tell  Queen  Catherine  that  the  husband 
she  sought  was  her  Son,  the  King  of  Glory.  Catherine  desiring  to  see  him,  the  hermit  gave  her 
a picture  of  the  Virgin  Mary  and  her  Son,  and  the  heart  of  Catherine  was  immediately  filled  with 
love.  She  dreamed  that  night  that  she  journeyed  with  the  old  hermit  to  see  Christ  in  the  sanctuary 
on  the  top  of  a mountain.  The  Virgin  led  her  to  our  Lord,  who  refused  her,  saying,  “ She  is  not 
fair  or  beautiful  enough  for  Me.”  On  this,  the  maiden  awoke  in  a passion  of  grief.  The  next 
morning  she  asked  the  hermit  what  she  should  do  to  become  worthy  of  her  Heavenly  Bridegroom. 
He,  seeing  that  she  was  a heathen,  taught  her  the  Christian  faith  and  baptised  her.  That  night 
Catherine  dreamed  that  she  was  again  presented  to  our  Lord,  who  smiled  upon  her,  and  then 
plighted  His  troth  by  placing  a ring  on  her  finger.  When  Catherine  awoke  she  saw  the  ring,  and 
regarding  herself  as  the  betrothed  of  Christ,  thought  only  of  being  re-united  to  Him  in  heaven.  At 
this  time  the  tyrant  Maximin  came  to  Alexandria,  and  desired  the  Christians  to  worship  heathen 
gods,  and  when  Catherine  refused,  ordered  fifty  philosophers  to  argue  with  her.  These,  however, 
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she  convinced,  and  they  became  Christians.  The  tyrant,  after  vain  attempts  to  undermine  the  virtue 
of  Catherine,  ordered  that  she  be  torn  to  pieces  by  spiked  wheels.  When  bound  between  these 
wheels,  fire  from  heaven  descended  in  answer  to  her  prayer  and  broke  them  in  pieces,  and  Catherine 
was  released.  Maximin  ultimately  had  her  beheaded  by  a sword,  and  angels  buried  her  on  the 
summit  of  Mount  Sinai. 

This  picture  represents  the  mystical  marriage  of  St.  Catherine  with  Christ. 
The  left  background  is  formed  by  a row  of  columns,  from  the  capitals  of  which 
hangs  a green  drapery,  In  the  left  foreground,  seated  on  a raised  throne,  is 
the  Virgin  Mary,  with  her  body  inclined  right.  She  wears  a lilac  robe  with  a 
blue  girdle,  and  a blue  mantle  covers  the  lower  portion  of  her  body.  Her 
right  foot,  in  a sandal,  is  seen  on  the  step  of  the  throne.  Her  hair  is  light 
and  drawn  back.  On  her  knee  sits  the  Infant  Saviour,  nude,  on  a white  cloth. 
He  has  a profusion  of  flaxen  hair.  In  front  of  Him  kneels  St.  Catherine  on 
a crimson  cushion,  right  foreground.  Her  body  is  inclined  left.  She  wears  a 
white  gown  with  blue  sleeves.  Her  hair,  which  is  fair  and  wavy  and  adorned 
with  jewels,  is  drawn  back  and  encircled  at  the  back  by  a coronet.  Her  right 
hand  is  raised,  and  held  by  the  Virgin  towards  the  Saviour,  who  rests  His  left 
hand  on  it,  while  in  His  right  He  holds  the  jewelled  ring  with  which  He  is 
about  to  wed  her.  She  holds  her  left  hand  to  her  heart.  Behind  her  stands 
a winged  angel  clad  in  purple,  and  playing  on  a stringed  instrument.  The 
head  of  a second  angel,  singing,  is  seen  behind  her,  right.  Behind  the  Virgin, 
right  and  left,  are  two  more  angels,  one  in  red,  the  other  in  green.  By  the 
side  of  the  Virgin,  left,  stands  Joseph  or  the  old  Hermit  of  the  legend  (see 
above).  He  is  bald,  with  a fringe  of  white  hair,  and  white  moustache  and 
beard.  He  wears  a blue  robe.  His  right  hand  is  uplifted,  his  left  resting  on 
the  throne.  He  is  gazing  at  Christ.  Three  cherubs  are  seen  descending  from 
the  sky,  right,  strewing  flowers  in  their  flight.  A glimpse  of  blue  sky  is  seen 
below  them. 

Although  this  picture  is  erroneously  attributed  to  Rottenhammer  in  the  Wellington 
Heirloom  Catalogue,  there  is  a fragment  of  an  old  paper  label  at  the  back  of  the 
panel,  on  which  are  the  words  “Josephi  Arzo  as  fecit;”  which  probably  signify  Joseph 
de  Arpinas,  Cavaliere  d’Arpino,  as  he  was  called  in  Spain. 

A picture  of  the  same  subject  formerly  belonged  to  the  Collection  of  the  Prince  of 
Asturias  at  the  Casa  del  Campo  del  Escorial,  and  is  mentioned  in  the  MS.  Inventory  * 
of  his  property  in  that  residence,  compiled  probably  about  1780.  As  it  has  since 
disappeared  from  the  Royal  Spanish  Collection,  and  as  it  was  by  the  same  artist  as  the 
painting  described  above  (captured  at  Vitoria),  and  of  similar  dimensions,  it  is  no  doubt 
the  same  picture. 

Collection — Royal  Spanish,  Casa  del  Campo,  Escorial,  about  1780. 

Captured  at  Vitoria,  1813.  See  Introduction. 


* In  the  Royal  Palace  Archives,  Madrid. 
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68  BARTOLOMEO  ESTEBAN  MURILLO,  1617-1682. 

ST.  FRANCIS  OF  ASSISI  RECEIVING  THE  STIGMATA. 

Canvas . 2 1 £ x iS  in. 

St.  Francis  of  Assisi,  a great  saint  of  the  Church  of  Rome,  and  founder  of  the  order  of  the 
Franciscans,  was  born  in  1182.  He  followed  the  profession  of  merchant  till  1206,  when  he  retired 
from  the  world  in  order  to  give  himself  up  entirely  to  religion.  He  persuaded  many  to  follow  his 
example,  and  devote  themselves  to  the  poverty  enjoined  by  the  Gospel,  and  drew  up  rules  for  their 
guidance.  He  died  in  1226,  and  was  canonised  in  1230  by  Pope  Gregory  IX.  His  order  rose  to 
great  power,  and  has  rendered  vast  services  to  the  Church  of  Rome.  It  is  related  that  on  one 
occasion  when  deep  in  prayer,  a seraph  appeared  to  him  with  his  arms  extended  and  his  feet  joined 
as  if  fixed  to  a cross.  As  he  wondered  what  this  might  mean,  there  appeared  on  his  hands  and 
feet  the  marks  of  nails  such  as  he  had  just  observed  on  the  seraph.  In  art,  St.  Francis  of  Assisi  is 
generally  depicted  as  receiving  the  stigmata. 

The  right  centre  of  the  picture  is  occupied  by  the  figure  of  St.  Francis  of 
Assisi,  habited  in  the  brown  hooded  garment  of  the  Franciscan  order.  He  is 
kneeling  on  a rocky  eminence  over  a ravine,  with  his  body  turned  to  the 
left.  Above  his  head  is  a halo.  His  face  is  pale  and  expressive  of  anguish 
and  prayer.  His  hair  is  scanty  and  dark,  and  he  has  a dark  moustache  and 
beard.  His  ears  are  large  and  prominent.  His  eyes  are  uplifted.  His  hands, 
bearing  the  marks  of  the  stigmata,  are  outstretched.  Behind  him  is  a tree. 
In  a cleft  in  the  clouds,  left,  an  angel  with  outspread  wings  descends  towards 
him  in  a flood  of  light.  Background  dark  and  vague. 

OO  O 

“637”  is  painted  in  white  in  the  left  lower  corner. 

A white  fleur-de-lis  is  painted  in  the  right  lower  corner : this  mark  is  found  on  pictures  of  the 
Royal  Spanish  Collections  acquired  during  and  after  the  reign  of  Philip  V.  This  picture,  therefore, 
formed  part  of  one  of  the  Royal  Collections  in  Spain— most  probably  that  of  the  Palace  of  San 
Ildefonso.  Ponz  (x.  1 5 1 ) mentions  a St.  Francis  with  an  angel  “in  the  style  of  Murillo”  as  being 
in  the  Princess’s  reception  room  in  that  palace.  As  this  picture  has  since  disappeared  from  the 
Royal  Spanish  Collection,  it  is  probably  the  picture  described  above  (captured  at  Vitoria),  with 
which  it  agrees  in  dimensions  as  well  as  in  subject. 

Ponz , ‘ Viage,  etc.,'  x.  131. 

Stirling , ‘ Annals,  etc  A iii.  1436. 

Champ lin,  ‘ Cyclopcedia,'  iii.  317. 

Bryan,  ‘ Dictionary , etc.'  (1889),  ii.  190. 

Collection — Royal  Spanish,  San  Ildefonso.  Between  1734  and  1760. 

Captured  at  Vitoria,  1813.  See  Introduction. 
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81  DAVID  TENIERS,  1610-1694. 

THE  ALCHYMIST. 

Canvas.  25^  X 3 if  in. 

The  interior  of  an  alchymist’s  laboratory  in  an  attic.  The  right  side  is 
taken  up  by  a large  open  chimney,  the  lower  portion  of  which  is  built  up, 
forming  a slab  over  two  arches.  On  this  slab  are  three  small  furnaces,  two 
of  which  are  alight.  A bottle,  an  earthenware  vessel  with  handle,  a pair  of 
iron  pincers,  a blazing  crucible,  a glass  vessel,  etc.,  lie  on  the  slab  in  front 
of  the  furnaces,  on  the  top  of  the  first  of  which,  and  between  it  and  the 
second,  are  bottles  and  various  other  articles.  At  this  end  of  the  upper  portion 
of  the  chimney,  right,  on  a ledge,  are  a glass  bottle  containing  a red  fluid,  and 
a coloured  jar.  Below  it  hang  the  skeleton  of  a horse’s  face,  etc.  A metal 
candlestick  also  hangs  from  a nail  close  by.  To  the  left  is  an  open  window, 
through  which  the  tops  of  trees  are  seen.  A jackdaw  is  sitting  on  one  of  the 
open  shutters.  From  the  window  to  the  ceiling  is  a large  beam,  from  an  iron 
hook  in  which  hangs  the  end  of  a rope.  On  the  window-sill  are  a glass 
bottle,  crucible,  etc.  In  front  of  the  window  is  a table  covered  with  a green 
cloth  ; on  it  are  an  hour-glass,  a hammer,  an  inkstand  with  pen,  bottles,  jars, 
bowls,  etc.  etc.  On  the  far  wall  hangs  a doorless  cupboard  with  a shelf  in  it. 
It  contains  two  flat-sided  glass  bottles,  one  of  which  is  half  filled  with  a red 
liquid,  crucibles,  jars,  round  bottles,  bowls,  etc.  On  the  top  of  the  cupboard 
are  also  articles  of  a similar  nature.  Beneath  it  hang  a pair  of  scales,  the 
skeleton  of  an  animal’s  head,  etc.  Close  to  the  cupboard,  left,  hangs  an  empty 
parrot  cage.  On  the  other  side  of  the  same  wall,  right,  is  an  open  door,  close 
to  the  chimney,  through  which  a man’s  head  with  a red  cap  is  peering.  In 
the  right  foreground  is  a high  wooden  stool,  on  which  is  a round  earthen- 
ware jar.  At  the  foot  of  the  stool  lies  a dog.  Leaning  against  the  stool  is  a 
large,  round,  wooden  tub,  containing  a light  blue  cloth,  close  to  which,  right 
centre,  is  a large  anvil,  with  pots  and  pans  of  various  descriptions  on  the 
ground  beside  it,  as  also  a straw-covered  bottle  and  a heap  of  old  books,  one 
of  which  is  open.  Earthenware  pots,  pans  and  crucibles  litter  the  floor  in  the 
left  centre  foreground,  and  in  the  left  foreground  is  an  iron  stove.  In  front  of 
the  nearest  arch  in  the  chimney  are  two  metal  utensils,  etc.  Pieces  of  charcoal 
are  on  the  ground  in  front  of  the  second  arch,  as  also  are  some  earthenware 
pots.  From  the  centre  of  the  ceiling  hangs  a stuffed  fish.  At  the  table,  left, 
sits  the  alchymist,  on  a chair  with  a straight  red  back,  facing  the  window. 
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His  body  is  slightly  inclined  to  the  front.  His  hair,  moustache  and  beard 
are  white.  He  wears  a black  cap  on  the  right  side  of  his  head,  and  a long, 

grey,  sleeveless  robe,  with  a fur  collar,  over  a brown  velvet  under-coat,  the 
sleeves  of  which  fasten  wdth  two  buttons  at  the  wrists.  Round  his  waist  is  a 
girdle  from  which  hangs  a pouch,  and  he  wears  yellow  leather  square-toed 
slippers.  He  appears  to  be  writing  on  a slate  which  he  holds  in  his  left  hand. 
On  the  ground  behind  his  chair  are  various  articles,  including  a round  earthen- 
ware bowl  in  which  is  a glass  bottle.  In  front  of  the  door  is  a small  stove, 
at  which  a man  in  a grey  jacket  and  grey  breeches  is  standing,  holding  up  a 
small  glass  bottle  in  his  left  hand,  while  with  his  right  he  stirs  the  contents  of 
an  earthenware  vessel  warming  on  the  stove.  He  has  his  back  to  the  window, 

and  is  looking  back  over  his  right  shoulder  at  the  alchymist.  Behind  him 

another  man,  with  long  dark  hair  and  a brown  jacket  and  breeches,  is  sitting 
with  his  face  to  the  window  at  a table  on  which  both  his  arms  are  resting. 
He  is  talking  to  a fair-haired  boy  in  a grey  jacket,  brown  loose  breeches,  and 
a grey  apron,  who  stands  by  the  table  with  his  back  to  the  spectator. 

“263”  is  painted  in  white  in  the  left  lower  corner. 

This  picture  is,  without  doubt,  one  of  two  paintings  of  an  “Alchymist”  by  Teniers, 
mentioned  in  the  MS.  Inventory  of  the  Royal  Spanish  Collections,  etc.,  of  17S9,*  because 
(a)  the  subject  and  dimensions  are  the  same ; (/>)  only  one  of  the  paintings  mentioned 
in  the  Inventory  is  now  in  the  Royal  Spanish  Galleries ; (c)  the  picture  above  described 
was  captured  at  Vitoria  at  the  same  time  as  other  pictures  known  to  belong  to  those 

collections.  In  this  Inventory  the  two  pictures  are  entered  as  then  hanging  in  the 

“King’s  Closet,”  in  the  Royal  Palace,  Madrid,  and  valued  one  at  ^120,  and  the  other 
at  £So. 

Mention  is  made  in  Cumberland’s  ‘Catalogue,  etc.’  (17S7),  78,  under  the  heading 
“Teniers,”  of  “Two  Alchymists  very  fine,”  in  the  Prince’s  dining  room  [Royal  Palace, 
Madrid].  As  there  exists  at  the  present  time  in  the  Royal  Spanish  Collection  only  one 
Alchymist  by  Teniers,  and  as  the  picture  above  described  was  captured  at  Vitoria,  it  is 
probable  that  it  is  one  of  the  two  mentioned  by  Cumberland,  especially  as  they  were  in 
the  same  Palace  as  Correggio’s  “ Christ  in  the  Garden,”  also  captured  at  Vitoria,  and 
now  in  the  Apsley  House  Collection  (No.  38). 

Rons,  lViage,  etc.,'  vi.  50,  mentions  two  Alchymists  by  Teniers  as  hanging  in  the 
large  hall  or  dining  room  in  the  Royal  Palace,  Madrid. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  17S9. 

Captured  at  Vitoria,  1813.  See  Introduction. 


In  the  Royal  Palace  Archives,  Madrid. 
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88  WILLEM  CORNELISZ  DUYSTER,  1599  or  1600-1635. 

A MUSICAL  PARTY. 

Panel.  i8|  X Zxh  *n- 

The  interior  of  a room  in  which  a musical  party  has  been  going  on.  In 
the  right  foreground  a woman,  in  a crimson  satin  gown  with  white  lace  collar, 

is  sitting  facing  a man  sitting  near  her,  and  wearing  a buff  coat,  breeches  and 

boots.  He  also  wears  a white  lace  collar  and  holds  his  hat  in  his  hand. 
Behind  them  stands  a man  very  similarly  attired,  but  wearing  his  hat.  He 

holds  up  his  hands  in  astonishment  at  the  love-making  of  a young  man  and 

woman  in  the  centre  foreground.  The  former  wears  a white  dress  and  the 

latter  a yellow  satin  gown.  On  a chair  in  the  left  foreground  are  a man’s 

hat,  cloak  and  sword.  Close  by  is  a table  covered  with  a coloured  cloth. 

On  the  far  side  of  it  a man,  in  a hat,  grey  coat  and  white  collar,  and  with 

his  right  hand  raised,  is  talking  to  a woman  standing  on  the  near  side  of  the 
table  in  a black  cloak  and  green  brocaded  skirt,  and  with  a violin  in  her  left 
hand.  She  holds  a music  book  in  her  right  hand.  Music  and  a mandoline 
are  on  the  table.  Beyond  her,  by  an  open  door,  a man  is  taking  off  his  hat 
to  a lady,  while  another  is  bowing  to  her. 

This  picture  has  been  attributed  to  Le  Due,  but  it  has  recently  been  pronounced 
by  Dr.  C.  Hofstede  de  Groot  (Directeur  du  Cabinet  des  Estainpes,  Rijksmuseum, 
Amsterdam)  and  by  Herr  Henry  Pfungst  to  be  by  Duyster. 

Bought  for  the  first  Duke  of  Wellington  by  M.  Fer’eol  Bonnemaison , and  sent  over  from  Paris 
by  him , 1818. 

Exhibited  —British  Institution,  1821,  when  it  was  erroneously  attributed  in  the  catalogue  to 
Le  Due. 


60  SIR  ANTONIO  MORE  (Antonio  Mor),  1512 — died  not  before  1582. 

QUEEN  MARY  I.  OF  ENGLAND. 

Canvas.  81^  x 47  J in. 

Mary  I.,  Queen  of  England,  daughter  of  Henry  VIII.  and  Catharine  of  Aragon,  was  bom  in 
1516.  She  was  extremely  clever,  and  received  an  excellent  education.  When  ten  years  old  she  was 
given  an  establishment  of  her  own,  together  with  a council,  and  kept  her  Court  at  Ludlow,  for  “ the 
better  government  of  the  Marches.”  She  succeeded  to  the  throne  in  1553.  She  married  Philip  II. 
of  Spain,  son  of  the  Emperor  Charles  V.,  1554.  Although  her  reign  commenced  auspiciously  and 
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she  treated  with  unusual  clemency  those  who  supported  Lady  Jane  Grey’s  claim  to  the  throne, 
Wyatt’s  formidable  insurrection,  and  the  evil  counsels  of  the  Churchmen,  led  to  a reaction,  and 
Lady  Jane  Grey,  with  many  others,  forfeited  their  lives.  After  her  marriage  she  restored  the  old 
Roman  Catholic  religion.  Philip  then  succeeded  in  driving  the  country  into  war  with  France,  of 
which  the  loss  of  Calais  was  the  crowning  calamity.  Her  persecution  of  the  Protestants  lasted  some 
three  years,  and  among  its  principal  victims  were  Rogers,  Hooper,  Ridley,  Latimer  and  Cranmer. 
Mary  died,  to  the  great  joy  of  the  nation,  1558,  and  was  buried  in  Westminster  Abbey. 

Full-length.  Life-size.  The  queen  stands  in  the  centre  of  the  picture, 
with  her  body  inclined  slightly  to  the  left.  Behind  her  are  a heavy  red 
drapery,  and,  left,  a stone  column,  which  the  drapery  partially  covers.  Her 
left  hand  rests  on  the  arm  of  a chair,  while  her  right  hangs  by  her  side, 
holding  a handkerchief.  She  wears  the  head-dress  and  collar  now  known  as 
“ Marie  Stuart  ” ; the  former  ornamented  with  a border  of  pearls  and  other 
gems.  Her  hair  is  red  and  drawn  back.  Her  complexion  is  fair.  Her 

forehead  is  broad  and  square.  Her  eyebrows  long,  low,  fine  and  dark,  and 
her  eyes  small  and  brown.  Her  nose  is  straight  and  somewhat  pointed.  Her 
lips  are  thin  and  compressed.  Beneath  the  large  collar  is  a smaller  one  of 
linen.  She  wears  a white  and  gold  brocaded  gown.  The  bodice  is  stiff  and 
comes  to  a point  below  her  waist.  The  upper  part  of  it,  across  the  chest  and 
shoulders,  is  of  plain  crimson  velvet.  The  skirt,  which  fastens  down  the  front 
with  jewelled  ornaments,  hangs  straight  and  stiff  to  the  ground.  The  sleeves 
are  wide,  and  have  stripes  of  light  blue  material  held  by  jewelled  ornaments 
let  in  down  the  outer  sides  ; they  reach  only  to  the  elbows.  Tight  sleeves  of 
an  under  garment  of  gold  brocade,  fastened  by  a quantity  of  small  buttons, 
fall  to  the  wrists,  where  they  end  in  small  white  lace  wristbands.  A gold 
ornament,  with  a sapphire  in  the  centre  and  a large  single-pearl  drop,  hangs 
on  her  chest  by  a string  of  pearls  and  other  jewels  round  her  neck.  A 
glimpse  of  park  landscape  with  a threatening  sky  is  visible  in  the  far  distance, 
left,  beyond  the  column. 

The  words  “La  Reyna  d inglatiera  Marie”  are  painted  at  the  foot  of  the  canvas,  left. 

There  is  a copy  of  this  picture  in  St.  James’s  Palace. 

Mention  is  made  in  the  Harleian  MSS.  of  a picture  of  Queen  Mary  of  England  in 
the  collection  of  Charles  I.  having  been  sold.  As  it  was  bought  by  the  Duke  of  Alva’s 
agent,  and  as  the  picture  above  described  formed  part  of  the  Alva  collection,  it  is  probable 
that  the  two  are  identical. 

In  a letter  to  Mr.  Seguier,  dated  Walmer  Castle,  August  14,  1829,  the  first  Duke  of 
Wellington  writes : “ I bought  some  pictures  some  years  ago  from  my  brother,  Lord 

Cowley;  ....  There  were  among  them  three  pretty  good  ones and  the 

original  of  Mary,  Queen  of  England,  wife  of  Philip  2nd,  of  which  the  copy  is  at 
St.  James’ They  all  came  from  the  collection  of  the  Duke  of  Alva ” 

Cumberland! s 1 Anecdotes,'  i.  97: — “.  ...  he  [More]  was  next  dispatcht  by  the 
Emperor  into  England  to  the  Court  of  Mary,  to  take  the  portrait  of  that  Princess, 
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previous  to  her  espousals  with  Philip : Moro  employed  all  the  flattering  aids  of  his  art  in 
this  portrait,  and  so  captivated  the  courtiers  of  Spain  with  the  charms  of  Mary’s  person, 
that  he  was  employed  by  his  patron  the  Cardinal  and  many  of  the  grandees  to  make  copies 
of  his  picture,  one  of  which  I have  seen  in  possession  of  a noble  family,  and  by  which 
it  should  appear  that  Moro  was  not  only  a very  good  painter,  but  an  excellent  courtier.” 

Stirling  1 Annals,  etc.,'  i.  218: — “ Mor’s  portraits  of  the  Queen  accord  with  the  earlier 
ones  by  Holbein,  and  represent  her  as  a woman  not  handsome,  yet  not  unpleasing,  of  a 
fair  complexion  and  dignified  presence,  and  bearing  in  her  somewhat  pensive  eyes  nothing 
akin  to  the  horrible  epithet  which  history  justly,  perhaps,  but  most  invidiously,  has  wedded 
to  her  name.  One  of  these,  a half-length,  is  in  the  Queen  of  Spain’s  Gallery;  another, 
a fine  full-length  picture,  adorns  the  collection  of  the  Duke  of  Wellington  at  Apsley 
House.” 

4 Quarterly ,’  xcii.  464 : — 44  The  full  length  portrait  of  our  bloody  Mary  was  brought 
from  Spain  by  Lord  Cowley,  and  probably  was  one  of  the  many  sent  there  when  she 
married  the  cognate  bigot  Philip  II.” 

Collections — Duke  of  Alba.  (?)  See  the  Duke  of  Wellington’s  letter  to  Mr.  Seguier  (above). 

Right  Hon.  Sir  Henry  Wellesley,  G.C.B.  (afterwards  first  Lord  Cowley).  Date 
unknown. 

Bought  by  the  first  Duke  of  Wellington,  before  1829,  from  the  first  Lord  Cowley. 


253  BARTOLOME  ESTEBAN  MURILLO,  1617-1682. 

ISAAC  BLESSING  JACOB. 

Canvas.  35J  X 60-J  in. 

(Genesis,  xxvii.) 

The  left  side  of  the  picture  is  occupied  by  a white  cottage  with  a 
dilapidated  roof,  up  the  side  of  which  are  creepers,  etc.  This  side  of  the 
cottage  is  in  deep  shadow.  Through  a large  opening  in  the  cottage  wall, 
left,  is  seen  a room,  in  the  centre  of  which  is  a bed  with  a green  coverlet 
and  a reddish  canopy,  on  which  is  Isaac  in  a sitting  position,  with  his 
body  inclined  to  the  right.  His  hair  and  beard  are  white,  and  he  wears  a 
white  cloth  round  his  head.  He  wears  a greyish  shirt,  and  with  his  right 
upraised  hand  is  in  the  act  of  blessing  Jacob,  who  kneels  on  his  right  knee 
before  him.  The  latter  wears  a light  green  sleeveless  jacket  and  buff  trousers, 
which  are  torn,  showing  the  left  leg.  By  his  side,  left,  stands  his  mother 

Rebecca,  in  a long  loose  robe  and  with  her  hair  down  her  back,  and  her  right 

hand  extended  towards  her  son.  Through  an  opening  at  the  far  end  of  the 

room  another  chamber  is  seen,  in  which  the  back  of  a white  figure  is  visible, 

with  a fire  burning  beyond.  A girl,  right  centre,  in  a long  thin  white  garment 
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open  round  the  neck,  and  with  short  sleeves,  is  approaching  the  entrance  to 
the  cottage  from  the  right.  Her  hair  is  light  and  dishevelled  ; she  is  leaning 
forward  as  if  to  listen.  Her  right  hand  is  raised  to  her  waist,  and  in  her  left 
hand  she  carries  a basket  with  a white  cloth  in  it.  She  wears  bracelets  on 
both  wrists  and  her  feet  are  bare.  Behind  her,  at  the  end  of  the  cottage,  is  a 
rustic  gate.  On  the  farther  side  of  a ravine,  right,  on  the  summit  of  a hill,  is 
a lofty  ruin  in  the  middle  distance.  There  is  a range  of  mountains  beyond  a 

plain  in  the  far  distance.  Three  white  pigeons  are  flying  past  the  side  of  the 

cottage.  The  sky  is  blue  and  hazy. 

Although  this  picture  (captured  at  Vitoria)  is  attributed  to  Murillo  in  the  Wellington 

Heirloom  Catalogue,  it  is  more  likely  to  be  one  (No.  955)  of  three  pictures  of  the 

same  subject  by  Giordano  mentioned  in  the  MS.  Inventory  of  the  Royal  Spanish 
Collections,  etc.,  1772,*  none  of  which  are  at  present  in  the  Madrid  Collection.  It 
agrees  with  it  in  subject  and  dimensions.  The  picture,  No.  955,  is  entered  in  the 
Inventory  above  mentioned  as  then  hanging  in  the  Princess’s  ante  chamber  in  the  Royal 
Palace,  Madrid. 

Cumberland , ‘ Catalogue , etc l ( 1787),  60. 

Ponz,  ‘ Vi  age,  etc.,’  vi.  38. 

Stirling,  1 A finals,  etc  A iii-  1415. 

Curtis,  1 Velazquez  and  Murillo ,’  118,  No.  5. 

Champlin Cyclopaedia,  etc.,'  iii.  317. 

Bryan,  ‘ Dictionary , etc.'  (1889),  ii.  190. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1772  (?  see  above). 

Captured  at  Vitoria,  1813.  See  Introduction. 


64  JAN  BRUEGHEL,  1568-1625. 

LANDSCAPE,  WITH  A WINDMILL. 

Copper.  x ioi  in. 

Woods  studded  with  houses  in  the  far  distance.  In  the  right  foreground  a 
windmill,  and  another  in  the  left  centre  middle  distance.  In  front  of  the  wind- 
mill, right,  is  a woman  carrying  a pitcher  on  her  head  and  a basket  on  her  arm, 
followed  by  three  wayfarers.  To  the  left,  a horse  and  cart,  with  driver,  followed 
at  some  little  distance  by  a white  dog.  The  sky  is  blue. 


* In  the  Royal  Palace  Archives,  Madrid. 
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This  picture  (captured  at  Vitoria)  is,  no  doubt,  the  painting  by  Brueghel  of  the  same 
subject  and  of  similar  dimensions,  mentioned  in  the  MS.  Inventories  of  1 7 7 2 * an<^ 
1789*  as  then  forming  part  of  the  Royal  Spanish  Collections.  The  picture  in  the  1 7 7 2 
Inventory  is  entered  as  then  hanging  in  the  “Infanta’s  Antechamber”  in  the  Royal 
Palace,  Madrid,  and  in  that  of  1789  as  “Landscape,  Mill  with  figures,”  and  as  being  in 
the  “ First  room,  new  wing,”  in  the  same  Palace,  and  valued  at 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria,  1813.  See  Introduction. 


207  PEETER  GYSELS,  1621-1690 or  1691. 

A RIVER  VIEW. 

Copper.  io|  X 13!  in. 

A scene  at  the  river  landing  stage  of  a Dutch  village.  The  river  stretches 
from  the  centre  and  right  foreground  to  the  middle  distance,  where  it  turns 
right,  and  where,  on  the  further  bank,  are  some  buildings  and  trees,  and 
mountains  dimly  seen  in  the  far  distance.  On  the  bank,  right,  is  a cottage 
with  a rough  wooden  fence  in  front  of  it.  From  the  cottage  a light  wooden 
bridge,  high  in  the  centre  and  on  trestles,  communicates  with  the  opposite 
bank,  left,  where  stands  the  village  and  where  three  roads  meet.  In  the  left 

foreground  a road  skirts  the  river  in  the  direction  of  the  village.  On  it,  and 

going  in  that  direction,  is  a four-wheeled  waggon  drawn  by  a bay  and  a white 
horse,  the  latter  ridden  by  a man  in  a red  jacket  and  blue  trousers.  Near  the 
waggon  are  two  pigs.  To  the  left  of  the  waggon  is  a garden  with  trees, 
behind  which  the  roofs  of  buildings  and  that  of  a church  are  seen.  Beyond 
the  garden  are  two  cottages  with  figures,  behind  the  second  of  which  rises  a 
high  red-brick  house.  Opposite  the  cottages,  centre,  the  landing  stage  slopes 
down  to  the  river,  where  there  are  three  sailing  vessels  (one  with  a brown  sail 
up),  and  a row  boat.  There  are  figures  on  the  vessels  and  ducks  on  the  water 
close  by.  On  the  landing  stage  is  a group  of  figures,  including  a lady  masked, 
a woman  with  an  infant,  sitting  down,  a man  speaking  to  a gentleman  in  black, 
a woman  in  red  and  blue,  carrying  a basket,  etc.  Near  them  a little  girl  is 
patting  a white  dog.  Beyond  the  group  the  road  turns  to  left  round  a post 
near  the  cottages.  Opposite  the  post  a number  of  houses  of  different  shapes 


* In  the  Royal  Palace  Archives,  Madrid. 


U 


146 


GALLERY 


and  sizes  form  an  angle  where  the  roads  divide.  There  are  figures  in  the  street. 
There  is  a row  of  houses  fronting  the  river  beyond  the  bridge.  The  sky  is 
blue  and  slightly  clouded. 

Signed  “ P.  Gysels  ” in  the  left  centre  foreground. 

“956”  is  painted  in  white  in  the  left  lower  corner. 

In  the  1772  MS.  Inventory*  of  the  Royal  Spanish  Collections,  mention  is  made  of 
sixty-nine  pictures  by  Brueghel,  or  of  his  School.  Eight  of  these  bear  the  number  “956,” 
are  of  about  the  same  size,  and  are  described  in  the  Inventory  as  follows  : — 

“ Landscape.  ‘ A Country  Fair.’  On  metal.” 

“‘Noah’s  Ark,  with  numerous  animals.’  On  metal.’ 

“A  pair  of  equal  size.  ‘The  Passage  of  a River,  with  various  figures  on  horseback 
and  in  carts,’  and  ‘ Farm  Buildings,  and  a waterside  with  boats.’  ” 

“‘Waterside,  with  boats  in  foreground,  ships  in  distance.’  On  metal.” 

“‘Waterscape  with  Windmills.’  On  metal.” 

“ A pair  of  landscapes.  On  metal.” 

In  this  (Apsley  House)  Collection  there  are  four  pictures  (Nos.  127,  132,  134  and 
207)  bearing  the  Spanish  number  “956,”  and  as  they  were  captured  at  Vitoria  they  are 
without  doubt  four  of  the  eight  mentioned  above;  but,  as  will  be  observed,  the  descrip- 
tions are  so  vague  that  the  only  one  which  can  be  identified  with  certainty  is  the  “Noah’s 
Ark  with  animals.” 

Collection — Royal  Spanish,  The  Palace,  Madrid,  177 2. 

Captured  at  Vitoria , 1813.  See  Introduction. 


10  PEETER  GYSELS,  1621-1690  or  1691. 

LANDSCAPE,  WITH  FIGURES  CROSSING  A BROOK. 

Copper,  iol  x 135  in. 

From  the  centre  foreground  a road  leads  to  a village  in  the  right  middle 
distance.  The  village  consists  of  a few  houses  in  a row.  In  front  of  them 
is  a tree  with  a circular  seat  round  it  on  which  a figure  is  sitting.  Beyond  the 
village,  in  the  far  distance,  the  spire  of  a church  is  seen  across  a sheet  of 
water.  On  the  road,  centre  foreground,  is  a two-wheeled  one-horse  cart,  in 
which  is  a woman  in  a red  bodice  and  blue  skirt.  She  is  driving  towards  the 
village  to  market.  Meeting  her  is  a two- horse  waggon  in  which  are  sacks, 
an  empty  poultry  basket,  etc.  One  of  the  horses  is  ridden  by  a man  in  a 
red  jacket  and  blue  breeches.  On  the  same  road,  nearer  the  village,  three 


In  the  Royal  Palace  Archives,  Madrid. 
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other  vehicles  are  seen.  In  the  left  foreground,  by  the  side  of  the  road,  is  a 
piece  of  water  through  which  two  men  are  riding,  coming  from  the  village. 
One,  in  a grey  felt  hat,  lilac  coat  and  high  boots,  is  riding  a white  horse,  and 
conversing  with  his  companion,  who  wears  a black  felt  hat,  red  cloak  and 
long  boots,  and  rides  a black  horse.  Behind  them,  in  the  water,  are  four  head 
of  cattle,  driven  by  a man  in  a red  coat  who  is  seen  at  the  foot  of  a clump 
of  trees  beyond  the  water.  Another  waggon,  in  which  are  two  figures,  and 
drawn  by  three  horses,  one  of  which  is  ridden  by  a man  in  a red  jacket,  is 
emerging  from  the  water  in  the  direction  of  the  village.  In  the  right  centre 
foreground  are  two  men,  each  carrying  a basket,  one  in  a red  and  the  other  in 
a grey  jacket.  Near  them  is  a brown  dog.  Beyond  them,  walking  towards 
the  village,  are  two  women.  One  of  them,  in  a red  bodice,  carries  on  her 
head  a circular  basket  on  which  are  a metal  jug,  etc.  ; and  the  other,  in  front 
of  her,  in  a black  bodice  and  red  skirt,  carries  a basket  on  her  arm.  Beyond 
them  is  a group  of  five  people  carrying  various  articles.  From  the  right  fore- 
ground the  fringe  of  a wood  is  seen  as  far  as  the  village,  and  along  It  is  a 
wet  ditch  crossed  by  a plank  bridge.  The  water,  left  foreground,  narrows  to 
a point  where  it  is  crossed  by  a plank,  beyond  which  it  widens  out  and  reaches 
a red  building  seen  through  an  opening  in  the  trees.  The  sky  is  blue. 

There  is  an  indistinct  signature  in  the  right  lower  corner. 

Although  this  picture  is  erroneously  attributed  to  Brueghel  in  the  Wellington 
Heirloom  Catalogue,  there  is  an  indistinct  signature  in  the  right  centre  foreground, 
much  resembling  that  of  Gysels,  by  whom  it  was  probably  painted. 

This  picture  and  another  (No.  132),  both  captured  at  Vitoria,  are,  no  doubt,  the  two 
paintings,  “style  of  Brueghel,”  of  the  same  subjects  and  of  similar  dimensions,  mentioned 
in  a MS.  Inventory  of  1789  * as  then  forming  part  of  the  Royal  Spanish  Collections. 
In  the  Inventory  referred  to,  the  pictures  are  entered  as  “956  and  957  ....  ‘Passing 
a River,’  and  ‘A  Waterside  Piece,  with  buildings,  men  on  horses,  etc./  style  of  Brueghel,” 
and  as  then  hanging  in  the  “King’s  First  Cabinet”  in  the  Royal  Palace,  Madrid,  and 
are  valued  in  the  same  document  at  ^90  the  pair. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria , 1813.  See  Introduction. 

Exhibited — British  Institution,  1829,  when  it  was  called  ‘A  Landscape  with  Travellers,  by-Gysels.’ 


* In  the  Royal  Palace  Archives,  Madrid. 
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94  SPANISH  SCHOOL. 

PORTRAIT  OF  A MAN. 

Canvas.  12  x 8}  in. 

The  head  of  an  elderly  man,  facing  right,  and  inclined  slightly  downwards. 
His  forehead  is  high,  with  dark  scanty  hair.  His  eyes  are  large  and  prominent. 
His  moustache  and  beard  are  dark,  and  his  lips  full.  The  background  is  dark,  and 
the  whole  picture  somewhat  indistinct. 

Captured  at  Vitoria , 1813.  See  Introduction. 


121  ANTON  RAFAEL  MENGS,  1728-1779. 


MAGDALEN. 

Panel,  ill  * I4'l  <«• 

Mary  Magdalen  is  said  to  have  been  born  at  Magdala.  Her  parents  died  before  she  was 
thirteen  years  old ; and  after  their  death  she  appears  to  have  led  a profligate  life  till  she  was  about 
thirty  years  of  age,  when  she  was  converted  by  Christ.  It  was  at  her  house  in  Bethany  that  she 
washed  the  Saviour’s  feet,  after  He  had  raised  her  brother  Lazarus  from  the  dead.  She  died  when 
she  was  about  fifty-six  years  of  age,  and  was  buried  in  the  city  of  Magdala. 

Companion  picture  to  No.  129.  The  Magdalen  is  lying  on  the  ground, 
facing  front,  head  to  left  and  feet  to  the  right.  She  is  nude  to  the  waist,  the 
remainder  of  her  body,  as  far  as  her  ankles,  being  covered  by  a blue  robe. 
She  supports  herself  on  her  right  elbow,  and  with  the  fingers  of  the  right  hand 
is  holding  a page  of  a book  lying  open  on  the  ground  in  front  of  her.  Her 
face  is  turned  upwards ; her  lips  are  parted  ; her  blue  eyes,  with  tears  in  them, 
are  uplifted,  and  her  flaxen  hair,  parted  in  the  centre,  falls  loosely  about  her 
shoulders.  Her  left  arm  is  raised  as  if  in  supplication.  The  wooded  back- 
ground is  dark  and  indistinct. 

A picture  of  the  same  subject  formerly  belonged  to  the  Royal  Spanish  Collection, 
but  is  no  longer  there.  As  it  was  by  the  same  artist  as  the  picture  described  above 
(which  was  captured  at  Vitoria)  and  of  similar  dimensions,  it  is  no  doubt  the  same 
painting,  and,  consequently,  the  one  referred  to  by  the  authors  quoted  below. 

Cumberland , ‘ Catalogue , etcl  (1787),  54,  under  the  heading  “King’s  Bedchamber” 
[Royal  Palace,  Madrid]: — “Two  small  pictures;  one  a St.  John,  the  other  a Magdalen; 
highly  finished  and  well  coloured.” 

Ponz , ‘Viage,  etc .,’  vi.  34,  referring  to  the  pictures  hanging  in  the  King’s  bedchamber 
in  the  Royal  Palace,  Madrid,  says  of  this  and  its  companion  [129]: — “The  two  small 
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pictures  by  Mengs  in  this  room — namely  St.  John  and  Magdalen  in  the  Desert — are  both 
figures  full  of  expression,  of  beautiful  colouring,  and  extremely  highly  finished.” 

‘ Mengs' s Works'  (London,  1796),  i.  68,  under  the  heading,  “List  of  paintings  done  in 
Spain  by  Anthony  Raphael  Mengs,  for  the  Royal  family  as  well  as  private  persons”: — 
“ In  the  same  apartment  [bedchamber]  are  two  other  small  paintings,  one  of  the  young 
St.  John  (which  he  did  in  Spain),  and  another,  as  companion,  of  Mary  Magdalen,  which 
he  sent  from  Rome;  they  are  a foot  and  a half  in  height,  and  one  in  breadth.” 

Cean  Bermudez,  ‘ Diccionario , etc.,'  iii.  131. 

Collection — Royal  Spanish,  Buen  Retiro,  Madrid,  1787. 

Captured  at  Vitoria , 1813.  See  Introduction. 


229  SCHOOL  OF  FRANCESCO  DI  MARCO  RAIBOLINI 

(II  Francia),  1450-1517. 

VIRGIN  AND  CHILD. 

Panel.  14J  X 10J  in. 

The  Virgin  wears  a red  robe  with  a blue  mantle,  the  hood  of  which  is  over 
her  head.  Her  hair  is  brown,  and  covered  by  a white  transparent  veil  reaching 
halfway  down  her  forehead.  She  stands  on  the  far  side  of  a wall,  facing  front. 
Above  her  head  is  a halo  represented  by  a circular  line  of  gold.  Reclining 
against  her,  facing  front,  and  with  His  face  inclined  left,  is  the  Infant  Saviour, 
nude,  and  sitting  on  a scarlet  cushion  on  the  wall.  He  is  supported  under  His 
right  arm  by  the  Virgin’s  right  hand,  while  with  her  left  she  holds  His  other  arm. 
His  right  arm  is  raised  from  the  elbow,  and  the  forefinger  of  the  right  hand  is 
extended.  His  feet  are  crossed.  Light  radiates  from  His  head.  In  the  back- 
ground is  a grassy  valley  traversed  by  a path,  with  trees  and  shrubs  to  the  right 
and  left.  In  the  far  distance  is  a semicircular  range  of  hills.  The  sky  is  blue 
and  cloudless. 

There  is  a label  on  the  back  of  the  picture  on  which  the  following  is  written: — “ Francesco 
Francia,  from  Prince  Poniatowski’s  Collection.  Inherited  by  the  Princess  Elisa  from  the  Montecatini 
Gallery,  Lucca."  There  are  also  two  seals  at  the  back  of  the  picture,  one  bears  the  crown  and 
initials  of  Prince  Poniatowski,  and  the  other  a coat-of-arms  with  the  following  words:  “commiss.di. 
Incoragg . delle . arti . e . manifat . ”,  which  signifies  “Commission  for  the  Encouragement  of  Arts 
and  Manufactures.” 

Collections — Montecatini  Gallery,  Lucca.  Date  unknown. 

Prince  Poniatowski,  1839. 

Bought  by,  or  presented  to,  the  Jirst  Duke  of  Wellington. 
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40  EGLON  HENDRIK  VAN  DER  NEER,  1643-1703. 

BOYS  WITH  A TRAPPED  BIRD. 

Panel.  9§  X 7}  in. 

In  the  centre  foreground  are  two  boys.  One  is  kneeling  on  the  ground 
with  elbows  resting  on  a low  mound,  with  body  and  face  inclined  right.  His 
head  is  large,  with  dishevelled  fair  hair  brushed  straight  down  over  his  forehead. 
His  complexion  is  fair,  his  face  coarse,  and  his  mouth  large,  with  lips  parted. 
He  wears  a white  shirt,  and  over  it  a blue  jacket  with  slashed  sleeves,  through 
which  a yellow  under-sleeve  is  seen.  He  is  looking  down  at  a small  bird  he 
is  holding  in  his  left  hand  and  with  whose  beak  he  is  playing  with  his  right. 
By  his  side,  right,  is  another  boy  whose  head  and  shoulders  are  seen  across 
the  mound,  and  whose  right  arm  is  placed  round  his  neck  with  the  hand 
resting  on  his  right  shoulder.  The  second  boy’s  hair  is  brown,  and  brushed 
down  over  his  forehead,  his  face  is  somewhat  in  shadow,  and  he  smiles  as  he, 
too,  looks  at  the  bird.  On  the  mound  in  front  of  them  is  a round  red  velvet 
hat  with  blue,  yellow  and  white  feathers.  Beyond  the  mound,  right,  a large 
tree  rises,  forming  a fork  above  the  boys’  heads.  Attached  to  it  is  a wooden 
trap-bird-cage  open  at  the  top.  One  bird  is  inside,  another  sits  on  the  top, 
and  a third  is  flying  down  towards  it  from  right.  Behind  the  tree,  right,  is 
a wooden  shed.  A wooded  valley  stretches  from  the  left  middle  to  the  left 
far  distance.  In  the  left  foreground  are  poppies  and  thistles,  and  in  front  of 
the  mound,  right,  is  other  foliage.  The  sky  is  blue. 

Signed  “ E.  van  der  Neer”  at  the  foot  of  the  bird-cage. 

“ 20”  is  painted  in  white  in  the  left  lower  corner,  and  a fleur-de-lis  in  the  right  The  fleur-de-lis 
is  found  on  pictures  of  the  Royal  Spanish  Collections  acquired  during  and  after  the  reign  of 
Philip  V.  This  picture,  therefore,  formed  part  of  one  of  the  Royal  Collections  in  Spain. 

Collection — Royal  Spanish.  Between  1734  and  1760. 

Captured  at  Vitoria , 1813.  See  Introduction. 


11  MARTINUS  DE  LA  COURT,  about  1640— still  living  in  1702. 

LANDSCAPE  WITH  CATTLE. 

Panel.  7 x 9!  in. 

In  the  right  foreground  a brown  ox  stands  in  profile  to  the  left  in  front 
of  a wooded  rock.  Beyond  him,  right,  another  darker  one,  with  a white  head, 


GALLERY 


151 


is  lying  down  facing  front.  Lying  on  the  ground  near  them  are  two  sheep. 
In  the  left  foreground  are  the  shepherd  and  his  dog,  also  lying  on  the  ground. 
The  man,  who  is  dressed  in  a dark  material,  wears  a large  straw  hat  and 
holds  a staff.  A valley  between  two  high  wooded  hills  stretches  to  the  left 
far  distance,  where  a mountain  is  seen.  The  sky  is  cloudy. 

Signed  indistinctly  in  the  left  centre  foreground,  “ dela  C ” alone  being 
plainly  seen. 

This  coat-of-arms,  which  denotes  that  the  picture  once  belonged  to  the  Collection  of 
Queen  Dona  Isabel  Farnese,  second  wife  of  Philip  V.  of  Spain,  at  the  Palace  of  San 
Udefonso,  is  branded  at  the  back  of  the  panel.  Subsequently  three  hundred  and  eighty- 
seven  of  these  pictures  were  sent  to  Aranjuez. 


Collection — Royal  Spanish,  San  Ildefonso,  between  1734  and  1760. 
Captured  at  Vitoria,  1813.  See  Introduction. 


184  PAOLO  CALIARI  (Paolo  Veronese),  1528-1588. 

CATERINA  CORNARO,  QUEEN  OF  CYPRUS. 

Canvas.  43J  X 35I  in. 

Lusignana-Caterina,  Queen  of  Cyprus,  was  born  at  Venice  in  1454.  She  was  educated  at  a 
convent  in  Padua.  At  that  time  Cyprus  was  a mere  dependency  of  Egypt,  and  its  king  was 
John  III.,  married  to  Helen,  a Greek  princess,  who  completely  ruled  him.  Their  only  child  was  a 
girl,  who  married  John  of  Portugal.  The  latter  intrigued  against  his  mother-in-law,  who  was  com- 
pelled to  yield  the  government  into  his  hands.  No  sooner  had  poison  delivered  Helen  from  the 
designs  of  John,  than  James,  a natural  son  of  her  husband,  gave  her  fresh  anxiety  lest  he  should 
claim  the  throne.  In  order  to  keep  him  contented,  she  appointed  him  Archbishop  of  Nicosia. 
Andre  Cornaro,  Catherine’s  uncle,  who  happened  to  be  in  Cyprus  at  the  time,  persuaded  him  to 
give  up  his  preferment  and  marry  his  niece.  He,  however,  was  forced  by  Helen  to  fly  to  Rhodes. 
There  he  learnt  of  the  death  of  Helen  and  the  King,  and  the  accession  to  the  throne  of  Charlotte, 
widow  of  John  of  Portugal,  who  had  married  again.  Supported  by  the  ruler  of  Egypt,  who  recog- 
nised him  as  heir  to  the  throne  of  Cyprus,  James  landed  in  the  island,  and  Charlotte  and  her  second 
husband  fled  the  country.  James  married  a foreign  princess,  who  soon  died,  and  he  then  took 


152 


GALLERY 


Catherine  of  Cornaro  as  his  second  wife.  She  arrived  in  the  island  with  great  pomp,  and  escorted 
by  a Venetian  squadron,  1469.  James  dying  three  years  afterwards,  Catherine  succeeded  to  power, 
and  retained  it  in  spite  of  conspiracies  against  herself  and  son  (who  died  in  1475)  until  1488. 
Catherine  having  now  no  child,  the  republic  of  Venice  looked  upon  the  island  as  its  own,  and 
administered  the  government  accordingly.  Catherine  was  forced  to  sign  her  abdication,  and  the 
Venetians  took  possession  of  the  island,  1489.  She  retired  to  the  castle  of  Asolo,  near  Venice, 
where  she  resided  till  her  death,  1510. 

Three-quarters  length.  Life  size,  body  inclined  to  the  right.  She  is 
dressed  in  a red  velvet  gown  with  a V-shaped  white  lace  front,  and  a collar  open 
at  the  neck.  Round  her  waist  is  a gold  shell-pattern  girdle.  A large  oval  gold 
ornament  hangs  nearly  to  her  waist  by  a gold  chain  round  her  neck.  Her 
skirt  is  full  and  pleated.  She  wears  white  lace  cuffs,  and  a band  of  white 
material  is  let  into  the  sleeves  near  the  shoulders.  Her  hair  is  fair,  and 

ornamented  with  a string  of  pearls  and  other  j'ewels.  Her  complexion  is 
fair,  her  eyes  are  large  and  blue,  her  nose  straight,  and  her  lips  somewhat  full. 
She  wears  large  pearl  ear-rings.  By  her  side,  right,  is  a table,  on  which  is  a 
small  red  and  silver  casket.  On  this  she  rests  her  left  hand,  on  the  forefinger 
of  which  is  a single-stone  ring.  She  also  wears  a wedding  ring,  and  a coral 
and  gold  bracelet  on  the  wrist  of  the  same  hand.  Her  right  arm  falls  by  her 
side ; round  the  wrist  is  a similar  coral  and  gold  bracelet,  and  she  wears  a 
ring  on  the  third  finger  of  that  hand.  Background  dark. 

“ Catherine  Cornaro  ” is  written  at  the  back  of  the  picture. 

This  is  probably  the  picture  of  Catherine  Cornaro  bought  by  a Mr.  King  at  Beckford’s 
Sale,  1823,  for  16  gs.  If  so,  it  must  have  been  bought  from  him  soon  afterwards  by  Messrs. 
Graves,  who  appear  to  have  had  it  in  stock  a long  time  before  they  sold  it  to  the  Duke. 

Collection — Mr.  Beckford  (?). 

Bought  by  the  first  Duke  of  Wellington , 1845,  for  j£105>  from  Messrs.  Henry  Graves  and  Co., 
who  purchased  the  picture  from  Mr.  Peter  Norton,  dealer,  of  Soho  Square,  for 


74  FEREOL  BONNEMAISON,  date  of  birth  unknown — died  1827. 

(After  Raphael.) 

LO  SPASIMO  DI  SICILIA,  or  CHRIST  BEARING  THE  CROSS. 

Canvas.  1 22J  x 87 f in. 

The  following  description  of  the  original  picture,  of  which  this  is  a copy,  is 
translated  from  Madrazo’s  Catalogue  of  the  Museo  del  Prado,  Madrid  : — 

o 

“ 366.  Jesus  falling  whilst  bearing  the  cross,  known  by  the  name  of  ‘ The  agony 
of  Sicily.’ 

“ Transferred  from  panel  to  canvas. 

“The  moment  represented  is  that  in  which  Jesus  turning  His  head  to  the  holy 
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women  who,  weeping  bitterly,  are  following  Him,  announces  to  them  the  fall  of  Jerusalem 
in  the  following  words  : * Weep  not  for  Me ; weep  for  yourselves  and  your  children.’  A 
crowd  of  people  on  foot  and  soldiers  on  horseback  extends  from  the  gates  of  the  city 
to  the  summit  of  Calvary  which  appears  in  the  distance.  A mounted,  armed  soldier  with 
a red  flag  precedes  the  Saviour  on  the  road;  and  is  followed  by  the  principal  group  of 
the  picture  divided  into  two  portions,  that  on  the  left  hand  representing  Jesus  falling 
under  the  weight  of  the  cross,  which  is  already  being  supported  by  Cyreneus  in  order 
that  the  Saviour  may  be  able  to  rise,  and  this  is  being  aided  by  a ruffian  who  is 
violently  pulling  the  cord  round  His  waist,  whilst  another  with  brutal  anger  is  aiming  his 
lance  at  Him.  The  right-hand  group  consists  of  the  Virgin,  the  other  Maries  and 
St.  John,  rvho  are  overwhelmed  with  anguish.  This  is  followed  by  the  secondary  group 
formed  of  soldiers  on  horseback  issuing  from  the  city  gate.  They  are  preceded  by  an 
armed  centurion  with  the  insignia  of  his  command  in  his  right  hand  in  consular  fashion. 
The  background  consists  of  the  embattled  gate  of  Jerusalem  and  a landscape  with  a 
distant  view  of  Golgotha,  on  the  summit  of  which  are  seen  the  two  crosses  prepared  for 
the  good  and  the  bad  thieves,  and  at  the  foot  of  the  height  a multitude  of  people  are 
standing  as  if  awaiting  the  coming  of  Jesus.  All  along  the  road  between  the  Calvary 
and  the  principal  group  of  the  picture  are  knots  of  people  flocking  to  witness  the 
sacrifice  of  the  Son  of  God.  On  the  stone  upon  which  Jesus  is  placing  his  hand,  the 
signature  in  gold  of  ‘Raphael  Urbinas’  is  legible. 

“ This  admirable  picture,  the  popular  name  of  which  (Pasmo  de  Sicilia)  originates  in 
the  fact  that  it  was  painted  about  1516  for  the  Olivetan  fathers  of  St.  Maria  dello  Spasimo 
di  Palermo,  has  undergone  the  most  extraordinary  vicissitudes.  The  ship  which  was 
carrying  it  to  its  destination  was  cast  by  a tempest  upon  the  coast  of  northern  Italy, 
where  it  became  a total  wreck  and  all  its  cargo  was  destroyed.  But  the  case  enclosing  this 
picture  floated  on  to  the  beach  at  Genoa,  and  when  it  was  opened  it  was  found  that 
the  water  had  not  even  penetrated,  and  that  the  picture  was  perfectly  intact.  The  news 
of  this  strange  occurrence  reached  Palermo,  whence  great  efforts  were  made  to  obtain 
possession  of  the  gem  thus  miraculously  saved  from  the  wreck,  but  all  the  influence  and 
protection  of  the  Pope  Leo  X.  in  favour  of  the  city  of  Palermo  and  its  convent  of  Lo 
Spasimo  were  needed  before  the  latter  could  obtain  possession  of  what  rightfully 
belonged  to  them.  A century  later  (1661)  King  Philip  IV.,  an  enthusiastic  lover  of  the 
arts,  succeeded  in  bringing  the  picture  to  Spain,  Father  Clement  Staropoli,  abbot  of  the 

monastery,  having  come  to  Spain  in  that  year  and  presented  the  exquisite  work  to  the 

King,  with  the  approval  of  the  General  of  the  Order,  Father  Angel  Maria  Torrelli,  on 
the  introduction  of  Cardinal  Caesar  Frequenti,  protector  of  the  Order  for  the  Holy  See. 

“ The  Spanish  monarch  received  the  picture  with  extreme  satisfaction  and  gratitude, 
as  is  set  forth  in  his  royal  decree  dated  Madrid,  22nd  October,  1661,  to  his  Council  of 
State,  directing  it  to  reply  with  gratitude  and  courtesy  to  the  letters  from  the  General 
of  the  Order  and  the  Cardinal.  The  King  had  the  picture  placed  in  the  chapel  of  the 
Royal  Alcazar  of  Madrid,  and  there  it  remained  during  the  reigns  of  Charles  II.  and 
Philip  V.  until  the  fire  of  1734,  from  which,  fortunately,  the  picture  was  rescued  and 

conveyed  to  the  palace  of  Buen  Retiro.  In  the  time  of  Charles  III.  it  adorned  the 

apartments  of  the  Infante  Don  Javier  in  the  new  palace  of  Madrid,  and  is  mentioned  in 
the  inventory  of  1772,  with  the  marginal  note  against  it  of  ‘Retiro.’ 

“During  the  war  of  Independence,  the  ‘Agony  of  Sicily’  was  taken  to  Paris,  where, 
under  the  competent  treatment  of  Professor  Bonnemaison,  it  was  saved  from  the  ruin 
which  threatened  it,  by  transferring  it  from  panel  to  canvas.  In  accordance  with  the 
treaty  of  1815,  Spain  recovered  the  picture  in  the  year  1819. 

“An  extraordinary  quibble  was  raised  by  the  learned  Dr.  Kugler  with  regard  to  the 
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authenticity  of  this  picture.  He  thought  he  recognised  in  it  the  handiwork  of  Van  Orley. 
It  is  true,  as  Passavant  points  out,  that  the  German  critic  had  not  seen  the  original,  and 
formed  his  opinion  only  upon  the  copy  by  the  Prussian  painter  Schlesinger,  who  heightened 
the  colouring  to  make  it  brighter,  and,  as  he  imagined,  to  restore  the  original  tone. 

“ This  picture  is  precisely  one  of  those  which  admit  of  least  doubt  with  regard  to 
its  genuineness,  although  we  are  not  denying  that  Raphael’s  pupils  may  have  assisted  on 
some  of  the  accessories.  The  Academy  of  Florence  possesses  a beautiful  drawing  by 
Raphael  of  the  group  of  holy  women.  Some  good  copies  of  the  picture  were  made 
in  the  sixteenth  century,  two  of  which  exist  in  Sicily  executed  by  the  pupils  of  Polydore 
Caravaggio,  and  in  the  Vienna  Gallery  there  is  another  small  ancient  copy  on  panel 
by  an  unknown  hand.  The  copy  by  Carreno,  possessed  by  the  Royal  Academy  of 
St.  Fernando,  is  also  a very  valuable  one. 

“The  picture  was  engraved  by  Agostino  Veneciano  in  1517  and  1519,  during  Raphael’s 
lifetime,  by  Diana  Mantuana,  Diego  Cunego  in  1781,  Fernando  Selma  in  1808,  Charles 
Norman  in  1818,  Toschi  in  Parma  in  1832,  Schleich,  Lehmann,  Manduison  and  others.” 

Buchanan , in  a letter  to  the  Chevalier  Bonnemaison,  dated  Paris,  January  1819, 
after  expressing  regret  at  being  unable  to  see  for  a second  time  the  original  Raphaels  of 
which  Bonnemaison  had  made  copies  for  the  first  Duke  of  Wellington,  writes  : “ . . . . 
yet  I have  felt  that  disappointment  much  alleviated  in  viewing  the  fine  and  faithful 
copies  which  you  have  made  of  these  inimitable  productions,  which  must  ever  be  prized 
by  every  lover  of  art.”  He  then  suggests  that  they  should  be  exhibited  without  charge 
in  London,  and  offers  the  use  of  his  own  gallery  in  Pall  Mall  for  the  purpose. 

Passavant , ‘Tour,  etc.,’  i.  173  : — “In  a third  apartment  are  placed  the  copies  of  the  four 
Raphaels  which  the  French  carried  off  from  Spain  after  the  Battle  of  Vittoria.  These 
pictures  also  narrowly  escaped  falling  into  the  hands  of  the  English  ; the  waggon  in  which 
they  were  packed  being  still  seen  driving  away  in  the  distance.  The  better  part  however 
of  recovering  them  in  Paris  and  restoring  them  to  the  rightful  owner  was  reserved  for  the 
Duke  [of  Wellington].  Before  their  return  to  Spain,  these  four  pictures  were,  at  his 
request,  cleaned  and  restored  by  Bonnemaison,  on  which  occasion  the  Duke  obtained 

permission  to  have  them  copied The  subjects  of  these  copies  are  La  Madonna 

des  Peches  [reV].  The  Holy  Family  called  ‘ La  Pcrle',  The  Salutation  of  The  Virgin,  and 
Christ  Bearing  His  Cross.  They  possess  considerable  merit  as  copies,  and  give  very 
adequate  ideas  of  the  originals.” 

Waagen,  ‘ Art  and  Artists,'  ii.  300. 

Hazlitt,  ‘ Criticisms  on  Art,’  Appendix  lv. 

Stirling,  ‘ Annals , etc.,'  ii.  523,  referring  to  the  original,  says  : — “ From  a convent  at 
Palermo  he  [Philip  IV.]  bought,  for  an  annual  pension  of  1000  crowns,  Rafael’s 
famous  picture  of  Our  Lord  going  to  Calvary,  known  as  the  ‘ Spasimo,’  which  he 
named  his  jewel.” 

‘ Quarterly ,’  xcii.  456. 

‘ Athcnczum ,’  January  8,  1853. 

Waagen,  ‘ Treasures ,'  ii.  274: — “ My  attention  was  here  attracted  by  very  interesting 
copies  of  the  celebrated  works  of  Raphael  in  Spain,  namely  the  ‘Spasimo  de  Sicilia,’  the 
Madonna  with  the  Fish,  the  picture  called  The  Pearl,  and  The  Visitation,  all  of  which 
the  Duke  [of  Wellington]  caused  to  be  copied  of  the  size  of  the  originals,  while  they 
were  at  Paris.” 

Bought  by  the  first  Duke  of  Wellington,  1818,  from  M.  Fcreol  Bonnemaison. 

Exhibited — British  Institution,  1822. 
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185  JACOPO  ROBUST!  (Tintoretto),  1519-1594. 

CICOGNA,  DOGE  OF  VENICE. 

Canvas.  3SJ  x 39 1 in. 

Pascal  Cicogna,  Doge  of  Venice,  was  descended  from  Marc  Cicogna,  apothecary,  who  became 
a patrician  in  1381  for  having  furnished  to  the  state  a vessel  in  time  of  war,  and  for  having  devoted 
himself  personally  to  the  defence  of  his  country.  Pascal  became  doge  in  1585,  when  already 
advanced  in  years.  He  enjoyed  a high  reputation  for  sanctity,  and  a miracle  was  on  one  occasion 
attributed  to  him.  It  was  related  that  one  day  when  in  Candia  attending  mass,  the  host  spontane- 
ously rose  and  placed  itself  in  his  hands.  There  was  in  a church  in  Venice  a picture  representing 
this  doge,  with  the  inscription,  “Velut  alter  Simeon  manibus  Christum  excepit.”  He  died  1595. 

Three-quarters  length.  Life  size.  The  doge  is  sitting  on  a red  throne,  at 
the  top  of  the  back  of  which,  at  each  corner,  is  a gold  ornament  consisting  of 
a unicorn  rampant,  with  his  forelegs  resting  on  an  escutcheon.  His  body  and 
head  are  inclined  slightly  to  the  left,  and  he  looks  to  the  front.  He  is  an  old 
man  with  white  hair,  thin  white  whiskers,  white  moustache  and  a rather  long 
thin  white  beard.  His  forehead  is  high,  his  temples  are  sunken,  and  eyes  dim  ; 
his  nose  is  aquiline  and  rather  coarse.  The  edge  of  a white  skull-cap  is  seen 
beneath  his  head-dress,  which  appears  to  be  of  yellow  stamped  leather,  circular 
over  the  front  part  of  the  head,  and  rising  to  a rounded  peak  at  the  back. 
He  wears  a light  blue  tunic  slightly  embroidered  with  gold,  and  with  a strip 
of  brown  fur  where  it  fastens  down  the  centre  of  the  front.  Round  his  waist 
is  a brown  belt  with  red  edges  and  a gold  clasp.  Over  his  tunic  is  an  ermine 
cloak  edged  with  gold,  fastened  round  the  neck  and  open  in  front.  It  is  lined 
with  red,  and  down  the  one  edge  is  a row  of  large  gold  buttons.  His  right 
hand,  with  a ring  on  the  middle  finger,  rests  on  the  arm  of  the  throne,  and 
the  red  sleeve  with  a white  cuff  of  an  under  garment  is  just  seen  beyond  the 
sleeve  of  his  tunic.  In  his  left  hand,  which  is  raised  to  his  waist,  and  on  the 
forefinger  of  which  is  a ring,  he  holds  a pair  of  gloves.  The  red  throne  forms 
the  background. 

Collection — E.  N.  Dennys,  Esq.,  1845. 

Bought  by  the  first  Duke  of  Wellington , 1845,  from  Messrs.  Henry  Graves  and  Co.  for  ffi 10. 

Messrs.  Graves  originally  purchased  the  picture , 1844,  from  Mr.  Peter  Norton , dealer , of  Soho 
Square , for  fi^o.  They  sold  it  the  following  year  to  Mr.  E.  N.  Dennys , of  Watting  Street , 
for  J~2 10,  and  repurchased  it  from  him  at  the  same  price  a few  months  afterwards , when 
they  sold  it  to  the  Duke , as  stated  above. 
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180  VENETIAN  SCHOOL.  (Probably  by  a late  follower  of  Cima.) 

ST.  SEBASTIAN. 

Panel.  27!  x 20  in. 

According  to  legend,  St.  Sebastian,  a zealous  Christian,  was  bom  at  Narbonne  about  a.d.  250. 
For  some  time  he  served  as  a soldier  under  the  Emperor  Diocletian.  He  concealed  the  fact  of  his 
being  a Christian  in  order  that  he  might  the  better  serve  his  co-religionists.  When  at  last  dis- 
covered he  was  condemned  to  death.  He  was  tied  to  a post,  his  body  riddled  with  arrows,  and 
he  was  then  left  to  die.  It  is  said  that  when  a Christian  woman  came  at  night  to  bury  the  body, 
she  found  him  still  alive,  and  took  him  home,  where  he  soon  recovered.  He  was  subsequently 
beaten  to  death  with  sticks,  a.d.  287,  by  order  of  Diocletian. 

Three-quarters  length,  half  life  size.  The  saint  is  represented  standing 
before  a tree,  his  body  inclined  to  the  right,  and  the  head  inclined  to  the  left 
and  facing  front.  He  is  nude  with  the  exception  of  a white  cloth  about  his 
loins,  and  his  hands  are  tied  behind  his  back,  apparently  to  the  tree.  He  has 

light  curly  hair  falling  to  his  shoulders.  His  forehead  is  low,  his  eyes  are 

blue,  and  his  nose  is  straight.  His  mouth  is  small,  and  his  chin  fine.  His 
complexion  is  fair.  An  arrow  is  seen  buried  in  his  right  shoulder,  a second 

above  his  heart  on  the  opposite  side,  and  a third  is  embedded  on  his  right 

side  just  above  the  waist.  Drops  of  blood  are  trickling  from  the  wounds. 

In  the  distance  trees  are  seen  over  his  right  shoulder.  In  the  right  middle 
distance,  on  the  far  side  of  a sheet  of  water,  are  some  buildings,  and  beyond 

them  a mountain.  The  sky  generally  is  blue  and  dark,  but  lighter  just  above 

the  mountain. 

On  the  back  of  the  panel,  a little  above  the  centre,  the  letters  “ A C ” are 

roughly  painted  in  black.  Between  them  is  a portion  of  a red  seal,  of  which  a 

representation  is  here  given  in  the  margin.  At  the  top  of  the  back  of  the  panel 

the  words  “Giovanni  Beilina”  are  painted  in  black. 

Bought  by , or  presented  to,  the  first  or  second  Duke  ofi  Wellington. 


84  BERNARDINO  LUINI,  1460-70 — died  not  before  1530. 

VIRGIN  AND  CHILD. 

Panel.  2S  x 19!  in. 

In  the  left  foreground  is  a table  covered  with  a scarlet  cloth,  and  on  which 
is  a small  open  book.  On  the  edge  of  this  table  stands  the  Infant  Jesus,  nude 
with  the  exception  of  a piece  of  transparent  white  linen,  which  is  thrown  over 
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His  left  shoulder,  crosses  the  front  of  His  body,  and  is  tied  behind  His  right 
hip.  His  body  is  turned  to  the  front,  and  His  head  slightly  to  the  left  and 
downwards,  as  He  looks  towards,  and  is  in  the  act  of  grasping  with  His 
outstretched  right  hand,  the  stem  of  a flower  which  the  Virgin,  who  is  standing 
beside  Him,  is  holding  out  from  behind  His  back.  His  hair  is  golden,  short 

and  curly,  and  His  complexion  fair.  His  right  foot  is  advanced.  The 

right  of  the  picture  is  occupied  by  the  Virgin,  who  stands  by  the  side 
of  the  table,  supporting  the  Infant  by  holding  His  left  arm  in  her  left 
hand.  She  is  dressed  in  a lilac  robe,  low  at  the  neck,  and  a blue  mantle, 
which  is  fastened  in  front  by  a single  gold  button.  There  is  a gold  band 
with  a small  white  frill  at  the  end  of  each  sleeve.  Her  body  is  inclined  to 
the  left,  and  her  head  downwards.  Her  forehead  is  high,  the  eyebrows  are 

finely  pencilled,  and  the  eyes  are  downcast.  Her  nose  is  straight,  her  mouth 
small,  and  her  chin  fine.  Her  hair,  which  is  parted  in  the  middle  and 

encircled  by  two  bands  towards  the  back,  is  fair,  and  falls  in  loose  ringlets  to 
her  shoulders.  Her  complexion  is  fair,  and  she  is  looking  down  pensively. 

Over  her  left  arm,  which  is  upraised  to  support  the  Child,  is  thrown  a piece  of 
brown  and  yellow  material.  Background  dark. 

“453”  is  painted  in  white  in  the  right  lower  corner. 

This  picture  (captured  at  Vitoria)  is  the  painting  attributed  to  Andrea  del  Sarto  of 
the  same  subject,  with  the  same  number  and  of  similar  dimensions,  mentioned  in  the 
MS.  Inventories  of  1772*  and  1789*  as  then  forming  part  of  the  Royal  Spanish  Collections, 
whence  it  has  since  disappeared.  The  picture  in  the  1772  Inventory  is  entered  as  then 
hanging  in  the  “Passage  to  the  Royal  Pew”  in  the  Royal  Palace,  Madrid;  and  in  that 
of  1789  as  being  in  the  “ King’s  Dressing  Room”  in  the  same  palace,  and  valued  at  £60. 

This,  and  a similar  picture  in  Hertford  House,  are  said  to  be  ancient  replicas  of 
the  celebrated  work  by  Luini  in  the  Czemin  Gallery,  Vienna. 

Cumberland , ‘ Catalogue , etc.'  (1787),  86.  Under  the  heading  “Prince’s  Dressing- 
Room  ” [Royal  Palace,  Madrid] : — “ Leonardo  da  Vinci.  A Madonna  with  the  Child, 
full  length  and  erect ; very  fine.” 

Ponz,  ‘ Viage , etc.,'  vi.  48.  Under  the  heading  “ Prince’s  Dressing  Room,  Madrid”  : — 
“ A Virgin  and  Child,  in  the  style  of  Leonardo,  the  Child  standing  on  a table,  the  figures 
being  much  less  than  life  size.” 

Collettion — Royal  Spanish,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria,  1813.  See  Introduction. 

Exhibited — New  Gallery,  1893. 


* In  the  Royal  Palace  Archives,  Madrid. 
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47  DIEGO  RODRIGUEZ  DA  SILVA  Y VELAZQUEZ,  1599-1660. 

POPE  INNOCENT  X. 

Canvas.  31  X 27  in. 

Giovanni  Battista  Pamphili  was  born  1574,  became  Cardinal  1629,  and  Pope  in  1644.  Olympia 
Maidalchina,  his  deceased  brother’s  wife,  exercised  enormous  influence  over  him  throughout  his  reign, 
which  gave  rise,  though  apparently  without  sufficient  reason,  to  gross  scandal.  In  1648  he  issued  a 
bull  against  the  peace  of  Westphalia,  and  he  condemned  the  five  Jansenist  propositions  in  1653.  He 
had  noble  and  reforming  impulses,  but  the  avarice  and  rapacity  of  his  sister-in-law  gave  to  his  reign 
a tone  of  oppression.  He  died  1655. 

The  bust  of  the  Pope,  life  size,  inclined  to  the  right,  and  with  eyes 
looking  to  the  front.  Age  about  seventy.  He  wears  a red  silk  cap  and 
cape,  the  latter  buttoned  down  the  front.  A white  linen  collar  is  round  his 

neck.  His  eyes  are  grey  and  piercing,  and  his  eyebrows  knitted.  His  nose 

and  ears  are  prominent.  His  mouth  is  compressed,  and  his  lips  are  thick. 
He  wears  a ragged  grey  moustache  and  beard.  His  complexion  is  fair.  Back- 
ground dark. 

This  picture  (captured  at  Vitoria)  is  the  portrait  of  the  same  pontiff  by  Velazquez, 
of  similar  dimensions,  mentioned  in  the  MS.  Inventories  of  1772*  and  1789*  as  then 
forming  part  of  the  Royal  Spanish  Collections,  whence  it  has  since  disappeared.  The 
picture  in  the  1772  Inventory  is  entered  as  then  hanging  in  the  “Passage  to  the  royal 
pew,”  in  the  Royal  Palace,  Madrid,  and  as  coming  from  the  Ensenada  Gallery;  and  in 
that  of  1789  as  being  in  the  “Queen’s  Oratory,”  Buen  Retiro,  and  valued  at  ^80. 

As  will  be  seen  below,  both  Curtis  and  Justi  believe  that  the  picture  above 

described  is  identical  with  that  sold  at  the  Le  Brun  Sale  in  1810 — and  they  have  here 
been  quoted  in  order  that  all  opinions  on  the  subject  should  be  recorded.  If,  however, 
their  surmise  is  correct,  the  picture,  after  once  forming  part  of  the  Royal  Spanish 
Collection,  must  have  found  its  way  into  the  Collection  of  M.  Le  Brun,  and  back 
again  to  Madrid,  as  it  was  one  of  the  many  pictures  captured  at  Vitoria,  This  in  itself 
seems  a sufficient  contradiction  to  the  Curtis-Justi  theory.  On  the  other  hand,  as 
Palomino  and  Ponz,  etc.  (see  below),  mention  a picture  of  the  same  Pope  by  Velazquez, 
which  also  appears  in  the  Royal  Spanish  Catalogue  of  1789,  and  is  no  longer  there 
now,  it  appears  more  probable  that  the  picture  under  discussion  is  that  referred  to  by 
them,  than  the  one  sold  at  the  Le  Brun  Sale.  The  Curtis-Justi  theory  presents  another 
difficulty,  for  if  it  is  accepted  there  must  have  been  two  pictures  of  Innocent  X.  in 
the  Royal  Spanish  Collections  at  different  times — that  mentioned  by  Ponz  and  in 
the  Royal  Inventories  of  1772  and  1789,  and  that  sold  at  the  Le  Brun  Sale  in  1810. 
In  this  case  what  has  become  of  the  second?  For  it  is  scarcely  possible  that  the  Ponz 
picture  was  sold  and  found  its  way  into  the  Le  Brun  Collection,  and  then  was 
subsequently  bought  back  again,  nor  does  there  appear  to  be  a record  of  any  such 
transaction. 

Still  more  conclusive  is  the  evidence  of  size  against  the  Apsley  House  picture 
being  identical  with  that  sold  at  the  Le  Brun  Sale,  for  the  measurement  of  the  former 


* In  the  Royal  Palace  Archives,  Madrid. 
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is  31  x 27  inches,  whereas  that  of  the  latter  is  “26  pouces  haut  et  21  pouces  large” 
(see  Le  Brun’s  Catalogue,  1809,  p.  12,  No.  132). 

Palomino,  ‘ El  Mitseo,  eic.,'  iii.  501  : — Referring  to  the  second  visit  of  Velazquez  to 
Rome — “ He  painted  several  pictures  here,  the  principal  of  which  was  the  portrait  of  His 
Holiness  Innocent  X He  brought  a copy  of  this  portrait  to  Spain.” 

Cumberland,  ‘ Anecdotes,  etc .,’  ii.  34 : — <!  Innocent  X.  sat  to  Velasquez,  and  in  token  of 
his  satisfaction  gave  him  a magnificent  golden  medal.  Velasquez  sent  a copy  of  this 
picture  over  to  Spain.” 

Ponz,  ‘ Viage,  etc.'  vi.  49,  mentions  this  picture  as  hanging  in  the  “ Prince  of  Asturias’ 
principal  saloon  or  dining-room  ” in  the  Royal  Palace,  Madrid. 

Cean  Bermudez , ‘ Diccionario,  etc.,'  v.  178. 

Passavant,  ‘Tour,  etc .,’  i.  170: — “A  spirited  sketch  of  Pope  Leo  [Innocent]  X.  (taken 
with  Joseph’s  carriage  after  Vittoria),  from  which  he  [Velasquez]  afterwards  completed  a 
portrait.” 

Waageti,  ‘ Art  and  Artists ,’  ii.  298  : — “ The  portrait  of  Pope  Innocent  X.  shows  the 
painter  in  all  his  perfection.  He  alone  was  able  to  paint  with  such  spirit,  such  animation, 
such  clearness,  in  the  light  reddish  tone.” 

‘ Athenaeum ,’  June  10,  1843,  reporting  on  the  Exhibition  of  Ancient  Masters  at 
the  British  Institution,  in  reference  to  another  picture  says: — “ ....  It  is  from  Apsley 
House;  we  wish  the  thrice-famed  Correggio  and  Velazquez  there  were  not  built  into  the 
walls,  and  thus  rendered  unluckily  irremovable  to  the  British  Institution.” 

Hazlitt,  ‘ Criticisms  on  Art,’  Appendix  lvi. 

Stirling,  * Annals , etc.’  ii.  642;  iii.  1402. 

‘Quarterly,’  xcii.  463: — “The  very  finest  specimen  here  [Apsley  House]  of  Velazquez 
is  the  portrait  of  Innocent  X.,  the  Pamphili  Pope,  done  at  Rome  in  1648  (as  an 
autograph  of  the  painter  at  the  back  states),  and  of  which  there  is  a well-known  replica 
in  the  Doria  Palace.”  [This  picture  has  been  relined  since  the  above  was  written,  in 
consequence  of  which  the  words  at  the  back  as  above  mentioned,  if  they  ever  existed, 
have  disappeared. — Ed.] 

Kugler  (Head),  ‘ Handbook , etc.,'  ii.  160. 

Waagen  ‘ Treasures ,’  ii.  277. 

Stirling,  ‘Velasquez’  158  : — “ When  Velasquez  arrived  in  Rome,  he  (Pope  Innocent  X.) 
granted  him  an  audience,  and  commanded  him  to  paint  his  portrait ; and  the  task 
being  executed  to  his  entire  satisfaction,  he  presented  the  artist  with  a gold  chain  and 
medal  of  himself.  The  Holy  Father,  a man  of  coarse  features  and  surly  expression, 
and  perhaps  the  ugliest  of  all  the  successors  of  St.  Peter,  was  painted  sitting  in  an  easy 
chair;  and  the  portrait  was  no  less  effective  than  that  of  Admiral  Pareja,  for  it  is  said 
that  one  of  the  chamberlains,  catching  a glimpse  of  the  picture  through  an  open  door 
leading  from  the  antechamber,  cautioned  some  of  his  fellow-courtiers  to  converse  in  a lower 
tone,  because  His  Holiness  was  in  the  next  room.  Of  this  portrait  Velasquez  executed 
several  copies,  one  of  which  he  carried  to  Spain.  The  original  is  probably  that  which 
remains  in  the  possession  of  the  family,  in  the  Pamphili-Doria  palace  at  Rome ; a fine 
repetition  is  now  in  the  collection  of  the  Duke  of  Wellington  at  Apsley  House.” 

Stowe,  * Velazquez ,’  60: — “The  work  of  Velazquez  representing  this  subject  at 
Apsley  House  is  a chef -d' oeuvre.  The  Pope  is  seen  seated,  dressed  in  red,  the  close  red 
cap  descending  to  the  ears.  He  wears  both  beard  and  moustache,  marked  by  a scanty 
streakiness.  The  coarse  features,  the  cruel  straight  mouth,  the  grey-blue  eye,  the  projecting 
chin,  are  instinct  with  the  life  of  a most  vivid  reality.” 
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* Gazette  des  Beaux-Arts  ’ ( Deuxibne  Periode ),  xxiii.  118. 

Curtis,  1 Velazquez  and  Murillo ,’  77,  No.  187: — “This  is  perhaps  the  picture, 
26  x 21  inches,  sold  in  Lebrun’s  sale,  1811,  for  1050  francs.  Pons  praises  this  amateur 
[Le  Brun]  highly,  and  notes  especially  among  his  pictures  one  which  was  considered  to 
be  the  first  which  Velazquez  painted  for  the  famous  portrait  of  Leo  [Innocent  X.]  in  the 
Pamphili  Gallery  at  Rome.” 

‘ Times,'  January  3,  1887,  reporting  on  the  Exhibition  of  Ancient  Masters  at  the 
Royal  Academy: — “ ....  a Velazquez  which  is  driving  the  modern  artists  to  despair 

II 

‘ Athenaum ,’  January  8,  1887,  reporting  on  the  Exhibition  of  Ancient  Masters  at 
the  Royal  Academy: — “.  ...  A fine  repetition,  a little  overcoloured,  of  the  picture  at 
the  Hermitage ” 

‘ Times  1 January  14,  1887,  reporting  on  the  Exhibition  of  Ancient  Masters  at  the 
Royal  Academy: — “A  half-length  of  Pope  Innocent  X.,  painted  when  he  was  Cardinal 

Pamfili The  portrait  of  Cardinal  Pamfili  in  his  red  robe  and  cap  is  not  quite 

fairly  seen  at  the  present  moment,  for  it  has  only  just  been  cleaned  and  revarnished ; 
but  in  a year  or  so  it  will  tone  down  into  its  natural  harmonies  and  will  be  seen  to  be 
what  it  is,  one  of  the  most  powerful  extant  works  of  the  miraculous  Spanish  portrait 
painter.  It  is  a replica  of  part  of  the  great  picture  which  still  remains  in  the  palace  of 
the  Cardinal’s  family  at  Rome ; Lord  Bute,  we  believe,  has  another  full-length  repetition 
of  the  same  work,  but  in  the  case  of  a portrait  of  a great  dignitary  of  Church  or 
State  the  existence  of  even  two  or  three  versions  of  a picture  is  no  disproof  of  the 
genuineness  of  any  one  of  them.  Certainly  not  even  Velazquez  himself  has  ever  painted 
any  face  with  more  life-likeness  than  this  bitter,  powerful,  sneering  countenance  of  the 
Cardinal-statesman.” 

Champlin,  ‘ Cyclopedia , etc.,'  iv.  333. 

Bryan,  1 Dictionary,  etc.'  (1889),  ii.  649. 

Justi,  ‘ Velazquez ,’  359: — After  referring  to  the  want  of  scope  for  choice  of  colours 
in  painting  pontifical  portraits,  the  garments,  etc.  being  all  of  the  same  crimson  hue, 
varied  only  by  the  white  surplice,  “ From  the  portrait  of  Innocent  in  Apsley  House, 
the  head  of  which  is  by  Velazquez  himself,  we  may  see  what  a different  effect  might 
have  been  produced  with  a different  arrangement  of  the  surroundings.  Here  the  ground 
is  blackish  brown,  and  the  pontifical  cape  has  a dull  rose  tone.  How  great  was  my 
surprise  at  the  striking  difference,  as  I beheld  this  work  in  the  early  light  of  a March 
sun  struggling  through  the  foggy  London  atmosphere  ! The  contiguous  tones  of  the 
bright  red  cap,  of  the  pale  collar,  and  the  vivid  fresh  complexion  of  the  hale  old  man, 
instead  of  injuring,  mutually  heightened  each  other.  Although  this  carnation  was  the 
same  as  in  the  Doria  picture,  the  suppression  of  the  red  curtain  had  not  only  removed 
the  injurious  glare,  but  had  even  given  rise  to  contrasts.  The  flesh  colour  seemed  bright 
and  clear  on  the  dark  ground,  soft  and  tender  under  the  gleaming  red  of  the  cap,  and 
warm  by  the  side  of  the  collar,  inclining  to  violet,  while  it  assumed  even  a golden  tone 

in  the  solid  lights,  the  light  grey  half  tones  and  the  reflected  lights The  only 

repetition  [of  the  Doria  picture]  known  to  me  that  has  been  beyond  doubt  executed  by 
our  master  is  the  already  mentioned  work  in  Apsley  House.  As  the  measurements 
also  agree,  this  might  be  regarded  as  the  replica  mentioned  by  Palomino,  although  it 
has  the  appearance  rather  of  a study  afterwards  completed.  Its  genealogy  also  militates 
against  that  assumption,  for  it  agrees  in  all  respects  with  the  outline  engraving  published 
in  Le  Brun’s  ‘ Recueil.’  This  amateur  had  purchased  in  Madrid  the  greater  part  of 
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the  d’Azara  Collection  and  we  also  know  from  Ponz  that  this  envoy  had  discovered  in 
Rome  a head  of  Innocent,  which  he  regarded  as  a study  for  the  Doria  portrait,  the 
bust  having  been  added  by  Camail,  or  some  other  painter.  At  the  Le  Brun  sale,  1810, 
it  fetched  one  thousand  and  fifty  francs.  In  the  presence  of  this  canvas  we  begin  to 
form  some  idea  of  the  conscientious  care  and  sure  touch  with  which  this  remarkable 
head  has  been  studied  and  delineated.  The  surfaces  were  solidly  prepared  in  the  clear 
note  of  the  carnations,  and  then  the  crimson  tones  glazed  on  with  exclusion  of  the  high 
lights.  The  small  brown  shadows  were  also  applied  afterwards.” 

Walter  Armstrong,  lLife  of  Velazquez'  (‘ The  Portfolio,  etc.,’  No.  29,  Oct  1896,  66)  : — 
“Several  of  these  [replicas]  I have  seen,  but  the  only  one  which  is  clearly  by  Velazquez 
himself  is  the  bust  at  Apsley  House.  Even  here  it  is  possible  that  some  other  hand 
has  painted  the  background  and  the  dress,  though  I am  inclined  to  think  that  they  too 

are  by  Velazquez,  though  probably  later  than  the  head It  is  probably  the  study 

on  which  the  larger  portrait  was  afterwards  founded.  Its  execution  has  been  very  rapid. 
On  a reddish  first  painting  the  modelling  has  been  built  up  with  small  square  drags  of 
the  brush  following  the  forms  and  laid  with  the  vivid  rightness  which  only  comes  of 
intense  attention.  There  is  no  loading,  no  doing  one  thing  twice,  no  impasto  for  its 
own  sake ! Three  sittings  appear  to  have  sufficed.  At  the  first  the  head  was  modelled 
broadly  in  half-tones.  At  the  second  the  higher  lights  were  introduced  and  the  general 
modelling  completed,  the  first  painting  being  still  slightly  ‘ tacky.’  The  third  gave  the 
" smaller  details  of  modelling,  the  sharp  shadows  about  the  eyes,  mouth,  nose,  ears,  and 
the  beard  and  moustache. 

“ To  see  in  this  the  actual  study  of  Velazquez  is  in  accordance  with  his  practice 
and  with  all  the  probabilities  of  the  case.  Compared  with  the  finished  picture,  it  has 
more  subtlety  and  less  force,  the  quality  being  due  to  the  intensity  of  the  master’s  attention 
while  painting  under  difficulties,  the  defect  probably  due  to  no  more  recondite  cause 
than  the  white  canvas  left  uncovered,  perhaps,  till  years  afterwards.” 

De  Beructe,  ‘ Velazquez ,’  121  : — “II  y a du  portrait  d’lnnocent  X . . . . de  nombreuses 
copies  et  des  pastiches.  Un  de  ces  derniers,  qui  se  trouve  k Apsley  House,  est  tenu 
pour  authentique  par  de  nombreux  critiques.  Cependant  l’ex^cution  en  est  moins  tranche 
que  celle  des  Velazquez  de  la  troisihme  manihre,  et  la  physionomie  n’a  pas  l’accent  et 
le  caractere  de  celle  du  portrait  original;  aussi  son  authenticity  me  parait-elle  des  plus 
sujettes  k caution.  C’est  Ik  cependant  un  tableau  interessant  en  soi,  pourvu  qu’on 
l’examine  en  dehors  de  tout  esprit  de  comparaison.” 

De  Beructe,  4 Velazquez ,’  207,  gives  1650  as  the  year  in  which  this  portrait  was 
painted. 

Mesonero  Romanos,  4 Velazquez,'  205 “ Cruzada  and  others  suggest  that  this  picture 
may  have  been  the  copy  brought  from  Rome  by  Velazquez.” 

Collections — Marquis  de  la  Ensenada,  before  1772. 

Royal  Spanish,  The  Palace,  Madrid,  1772. 

„ „ Buen  Retiro,  Madrid,  1789. 

Captured  at  Vitoria,  1813.  See  Introduction. 

Exhibited — British  Institution,  1828. 

„ Royal  Academy  (Old  Masters),  1887. 

„ New  Gallery,  1896. 

Engraved — Lebrun,  1 Receuil  de  Gravures,’  1809,  ii.  23  (see  Curtis  and  Justi  above). 
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106  BARTOLOME  ESTEBAN  MURILLO,  1617-1682. 

PORTRAIT  OF  HIMSELF. 

Canvas.  14  X 1 1 in. 

Bartolome  Esteban  Murillo,  one  of  the  greatest  Spanish  painters,  was  bom  at  Seville  in  1617. 
He  learnt  the  rudiments  of  his  art  from  Juan  del  Castillo.  Going  to  Madrid,  he  acquired  the  patronage 
of  Velazquez.  On  his  return  to  Seville,  he  founded  an  Academy  of  Painting,  and  by  his  work  earned 
an  everlasting  reputation.  While  painting  a picture  of  St.  Catherine  in  a church  at  Cadiz,  he  fell 
from  a scaffold,  and  died  from  the  injuries  he  received,  in  1682.  One  of  his  last  works  was  the  Holy 
Family  now  in  the  National  Gallery. 

The  bust  of  an  elderly  man,  in  an  oval  frame  (painted)  of  stone,  facing 
front,  with  body  turned  slightly  to  the  right.  His  complexion  is  fair,  forehead 
high  and  countenance  open.  His  dark  hair,  parted  a little  to  his  right,  and 
inclining  to  grey,  falls  to  his  shoulders.  His  eyebrows  are  arched  and  well 
defined,  and  his  eyes  large  and  dark.  His  lips  are  full,  and  he  has  a very 
slight  grey  moustache.  He  wears  a black  doublet,  with  deep  soft  white  linen 
collar,  edged  with  fine  lace.  His  right  hand  rests  on  the  lower  portion  of  the 
stone  frame.  Background  dark. 

“ 406  ” is  painted  in  white  in  the  left  lower  corner. 

Curtis,  '■Velazquez  and  Murillo ,’  295,  No.  464. — “A  repetition  of  No.  462  [a  picture 
belonging  to  Lord  Spencer],  but  without  the  accessories  and  inscription.” 

Collection — Royal  Spanish. 

Captured  at  Vitoria , 1813.  See  Introduction. 


38  ANTONIO  ALLEGRI  DA  CORREGGIO,  1494-1534. 

CHRIST  IN  THE  GARDEN  OF  GETHSEMANE. 

(St.  Luke,  xxii.) 

Panel.  15^  x i6|  in. 

Our  Saviour,  with  his  body  turned  slightly  to  the  left,  is  kneeling  in  the 
Garden  of  Gethsemane,  left  foreground.  He  is  clad  in  a white  robe,  covered  by  a 
light  blue  mantle.  He  has  a halo  over  His  head,  which  is  uplifted  in  prayer,  and 
His  hands  are  raised  as  if  in  supplication.  The  head  and  body  of  Our  Lord  gleam 
with  light,  by  which  the  body  of  the  angel  descending  from  the  sky,  left,  is 
illumined.  The  entire  background  is  dark  with  the  exception  of  a glimpse  of 
breaking  dawn  in  the  right  far  distance.  For  detailed  descriptions  of  this 
picture  see  below. 
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This  picture  is  mentioned  in  the  MS.  Inventories  of  the  Royal  Spanish  Collections, 
etc.,  1772*  and  1789*;  in  the  former  as  hanging  in  the  “Passage  to  the  King’s  pew” 
in  the  Royal  Palace,  Madrid,  and  in  the  latter  as  being  in  the  “ First  room,  new  wing,” 
in  the  same  palace,  and  valued  at  £600. 

Vasari,  ‘Vite,  etc.]  vii.  154: — “In  the  same  city  [Reggio]  there  is  a little  picture 
a foot  square  in  size  the  rarest  and  most  beautiful  thing  of  his  [Correggio]  which  can 
be  seen,  with  small  figures.  This  is  Christ  in  the  Garden,  a painting  representing  a 
night  scene  where  the  angel  appearing  to  Him,  illumines  Christ  with  the  light  of  his 
splendour,  which  is  so  true  that  nothing  better  can  be  imagined  or  expressed — Jesus  at 
the  foot  of  the  mount,  with  three  apostles  sleeping  on  a plain,  the  shadow  of  the  mount 
where  Christ  is  praying  falling  upon  them.  This  gives  a force  to  the  figures  impossible 
to  express.  Further  off,  in  the  distant  landscape,  the  coming  dawn  is  indicated,  and  from 
one  side  are  seen  some  soldiers  coming  accompanied  by  Judas.  Small  as  it  is,  the 
painting  tells  its  story  so  well  that  nothing  can  equal  it  for  study  and  patience.” 

Lomazzo,  in  his  '•Idea  del  tempio  della  Pittura ’ (1590),  chap.  17,  speaks  slightingly 
of  Correggio  for  having  exhibited  his  pictures,  as  did  Apelles,  with  a view  rather  to 
their  being  admired,  which  flattered  his  vanity,  than  for  gain  or  love  of  art.  As  an 
example  he  quotes  the  fact  of  the  artist  having  painted  his  “ Christ  in  Garden,”  a 
picture  on  which  he  brought  all  his  genius  to  bear,  and  given  it  in  payment  of  a paltry 
debt  of  four  crowns — whereas  a very  few  years  afterwards  the  same  work  was  sold  for 
five  hundred  crowns,  Count  Pirro  Visconti  being  the  purchaser. 

Scanelli , in  his  ‘ Microcosmo  della  Pittura ’ (1657),  81,  defends  the  action  of  Correggio 
on  the  grounds  that  he  was  compelled  by  poverty  to  sell  the  picture  at  so  small  a 
price.  He  adds  “ I have  recently  been  informed  by  Luigi  Scaramuzzi,  a painter  of 
good  taste  and  ability,  that  a picture  representing  Christ  in  the  Garden,  of  less  than  a 
cubit  in  size  (which  may  well  be  that  mentioned  by  Lomazzo),  was  recently  bought  in 
Milan  from  Count  Pirro  Visconti  by  the  Marquis  de  Caracena,  governor  of  that  city, 
for  750  pistoles.” 

Sandrart,  ‘ Accademia , etc.]  part  2,  lib.  2,  118,  119. 

Cumberland,  ‘ Anecdotes , etc.]  ii.  182: — “The  King  of  Spain  is  possessed  of  a few 
small  pieces,  by  Correggio,  the  principal  of  which  is  a Christ  in  the  Garden,  a piece 
of  singular  sweetness,  and  coloured  with  extravagant  contrivance.” 

Cu?nberland , ‘ Catalogue , etc.'  (1787),  88,  under  the  heading  “Prince’s  Bedchamber” 
[Royal  Palace,  Madrid]  : — “ Coregio.  Christ  Praying  in  the  Garden.  A small  picture, 
but  of  inexpressible  beauty  and  magical  effect  of  colouring.  It  has  been  particularly 
celebrated  by  Mengs  in  his  Remarks.  The  figure  of  Christ  receives  its  light  from  a 
glory ; the  scene  is  by  night ; a reflected  light  from  the  Saviour  strikes  on  the  angel, 
who  is  attending  for  his  consolation.  The  manner  in  which  this  emanation  is  reflected 
and  diffused  through  the  piece  to  the  extremities  of  the  background,  and  the  exquisite 
gradations  observed  in  its  distribution,  are  in  the  highest  degree  characteristic  of  the 
master.  Mengs  remarks,  that  Christ  and  the  Ministering  Angel  are  the  only  figures 
which  meet  the  eye  upon  a first  view,  a closer  examination  brings  forward  many  other 
objects  and  much  beautiful  scenery.  This  is  truly  observed;  for  the  Troop  which  come 
to  seize  our  Saviour,  the  Apostles  standing  aloof  under  the  shade  of  Trees,  the  Foliage 
of  the  Grove,  the  Herbage  of  the  Garden,  a Crown  of  Thorns,  a Cross  fixt  in  the  earth, 


* In  the  Royal  Palace  Archives,  Madrid. 
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and  several  other  emblematic  objects  suitable  to  the  action,  come  by  degrees  into  view, 
and  start  up  like  visions  created  by  the  fancy  of  the  spectator  rather  than  by  the  pencil 
of  the  artist.” 

Townsend , ‘A  Journey , etc.’  i.  263. 

Tijuz,  ‘ Viage , etc.’  vi.  44. 

Ponz,  1 Viage,  etc.’  vi.  210  (Mengs’s  letter  to  Ponz) : — “The  other  picture  of  Our  Lord 
in  the  Garden  is  also  small,  but  a finished  and  studied  work.  At  first  sight  Christ  and  the 
angel  only  appear  in  the  clearness  of  the  atmosphere,  all  the  rest  remaining  in  shadow  as 
of  night.  But  on  closer  inspection  we  see  how  divinely  the  tone  of  the  air  is  expressed, 
and  the  gradation  of  visibility  in  the  dim  light ; so  that  we  can  discern  objects  near  to  us, 
whilst  those  more  distant  are  lost  to  sight.  Those  who  come  to  take  our  Lord  cannot 
be  seen,  nor  is  there  any  touch  of  the  brush  to  indicate  the  details  of  the  trees  where 
the  Apostles  are.  But  from  these  the  leaves  and  branches  are  gradually  distinguishable 
and  so  down  to  the  grass  and  to  a tree  trunk  with  the  crown  of  thorns  and  the  cross 
on  the  ground,  as  the  objects  approach  nearer  and  nearer  to  the  point  of  light  or  of  sight. 
The  refulgence  from  the  face  of  Christ  lights  up  the  whole  picture,  but  the  Saviour 
himself  receives  the  light  from  above  as  from  heaven  and  reflects  it  upon  the  angel 
who  receives  it  from  Him.  The  idea  is  very  appropriate  and  beautiful  and  is  executed 
with  the  consummate  perfection  of  which  the  author  alone  was  capable.” 

Lord  Maryborough,  in  a letter  to  the  first  Duke  of  Wellington  dated  Savile  Row, 
February  9,  18x4,  says: — “Owen,  the  painter,  and  West,  the  President  of  the  Royal 
Academy,  both  told  me  that  the  Correggio  is  certainly  worth  at  least  J6000  guineas  [sic]. 
....  West  said  that  the  Corregio  and  the  Julio  Romano  ought  to  be  framed  in 
diamonds,  and  that  it  was  worth  fighting  the  battle  for  them.” 

Pungileoni,  lMemorie , etc.’  (1817),  i.  100,  in  reference  to  Correggio’s  “ Mystical  Marriage 
of  St.  Catherine,”  mentions  the  tradition  that  the  picture  was  given  by  him  to  a lady 
named  Catherine,  who  had  nursed  him  through  a serious  illness.  He  then  goes  on  : “ The 
mention  of  this  serious  illness  leads  me  by  association  of  ideas  to  the  subject  of  the 
debt  supposed  to  have  been  contracted  as  a consequence  of  it.  It  is  related  by  several 
writers  that  the  picture  of  ‘ Christ  in  the  Garden  ’ was  executed  for  the  person  who 
compounded  the  medicines  necessary  for  the  malady,  and  to  whom  the  painter  was 
indebted  in  the  sum  of  four  or  five  crowns.  As  everyone  knows,  it  was  afterwards  sold 
to  Count  Pirro  Visconti  for  400,  and  was  subsequently  acquired  by  Philip  IV.  of  Spain, 
through  the  Marquis  de  Caracena,  the  Governor  of  Milan.  It  is  not  easy  to  trace  the 
origin  of  the  tradition,  and  in  any  case  it  would  not  be  worth  while  to  do  so.  The 
handiwork  of  the  picture  is  excellent,  and  has  in  nowise  suffered,  as  has  been  incorrectly 
supposed  by  certain  writers.  The  description  of  the  work  resulting  from  the  close  obser- 
vation of  a great  man  who  holds  a distinguished  place  amongst  art  connaisseurs,  does 
not  agree  with  that  of  the  writers  of  the  series  of  ‘Illustrious  Painters,’  who,  following 
Vasari,  positively  state  that  the  light  is  reflected  from  the  angel  on  to  the  Redeemer, 
whilst  the  former  maintains  that  Christ  receives  the  light  from  heaven  and  refracts  it  on 
to  the  face  of  the  angel,  thus  contradicting  those  who  have  rashly  declared  that 
Correggio  was  lacking  in  ideality.  The  connaisseur  in  question  speaks  of  the  men  who 
are  to  capture  our  Lord  as  being  visible  in  the  background,  but  says  nothing  of  Judas, 
who  is  mentioned  by  the  authors  of  ‘ Illustrious  Painters,’  nor  does  he  say  anything  of 
the  coming  dawn  contrasting  with  the  darkness  of  the  night  and  the  sacred  head.  Each 
spectator  must  judge  for  himself  as  to  which  description  is  most  faithful ; and  all  the 
world  knows  that  Scanelli  and  Lomazzo  have  written  in  praise  of  this  work,  which  will 
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be  held  in  esteem  as  long  as  the  wonders  of  human  imagination  shall  exist.  There 
existed  in  Rome  in  the  seventeenth  century  a replica  of  this  little  picture — unless,  indeed, 
it  were  the  same  work — which  is  believed  to  have  been  taken  from  Milan  to  Rome.” 

Pungileoni , ‘ Memorie,  etc.'  (1817),  ii.  154: — “In  1809  there  was  exhibited  at  the 
Royal  Palace  of  Science  and  Art  in  Milan  a copy  of  the  ‘Christ  in  the  Garden’  now 
in  London,  painted  by  Francesco  Boldrini.”  On  the  same  page  mention  is  made  of 
another  “ fine  copy  ” by  Filippo  Lauri,  “ this  was  the  copy  from  which  Mengs  drew 
and  Giovanni  Volpato  engraved  the  plate  of  picture.” 

Coxe,  ‘ Sketches  of  the  Lives  of  Correggio , etcf  121  : — “On  the  whole,  this  picture, 
for  harmony,  brilliancy,  and  expression  is  a matchless  production.” 

Buchanan , ‘ Memoirs , etc.'  i.  64;  and  ii.  189: — “An  undoubted  original  is  in  the 
possession  of  His  Grace  the  Duke  of  Wellington.” 

Lanzi,  ‘ History  of  Painting,  etc.,'  ii.  395. 

‘ National  Gallery  of  Pictures  by  the  Great  Masters , etc.,'  116. 

Nieuwenhuys , ‘ A Review,  etc.,’  50,  51,  after  describing  the  picture  says: — “The  most 
singular  part  of  this  piece,  besides  the  excellent  execution  of  the  painting,  is  the 
management  of  the  effect.  The  figure  of  Christ  receives  the  light  from  Heaven  and  that 

of  the  angel  from  Christ They  relate  that  Correggio  gave  this  painting  to  his 

apothecary  for  four  crowns,  which  he  was  indebted  for  medicine ; and  that  some  time 
after  it  was  sold  for  five  hundred;  and  finally  Count  Pyrus  Visconti  sold  it  to  the 
Marquess  of  Camarena  [Caracena]  Governor  of  Milan,  for  750  gold  doubloons,  who 
bought  it  on  commission  for  Philip  IV.” 

Passavant,  ‘ Tour,  etc.,'  i.  169,  after  describing  the  picture,  says: — “That  divine  effulgence 
which  was  afterwards  to  enlighten  the  world,  seems  to  emanate  from  Him  and  illuminates 
the  angel  hovering  above.  By  this  effulgence  the  artist  has  been  enabled  to  concentrate 

the  only  light  in  the  picture  entirely  upon  these  two  figures Unrivalled  is  the 

expression  of  the  Redeemer’s  countenance A glory  is  round  His  head,  which, 

singular  to  say,  although  painted  quite  smooth,  has  by  the  mixture  of  the  varnish  with 
the  colours,  contracted  itself  into  lines  resembling  the  form  of  rays.  That  this  effect 
was  not  intended  by  the  artist,  is  evident  from  this  contraction  having  spread  over  the 

back  part  of  the  head ” In  a note  the  translator  of  the  above  says,  “Originally 

purchased  for  Philip  IV.  of  Spain,  by  the  Governor  of  Milan,  for  750  Spanish  doubloons  ; 
equal  to  ^3000  of  our  money.” 

Waagen,  ‘ Art  and  Artists,’  ii.  295. 

lAthenceum,’  June  10,  1843,  reporting  on  the  Exhibition  of  Ancient  Masters  at 
the  British  Institution,  in  reference  to  another  picture  in  the  Apsley  House  Collection, 
says: — “ ....  we  wish  the  thrice-famed  Correggio  and  Velazquez  there  were  not  built 
into  the  walls  [of  Apsley  House],  and  thus  rendered  unluckily  irremovable  to  the  British 
Institution.” 

Cunningham,  ‘ Life  of  IVilhie,’  ii.  29. 

Hazlitt , ‘ Criticisms  on  Art,’  Appendix,  Ivi. 

Cutmingham,  Peter,  ‘ Handbook  for  London,’  i.  28. 

1 Quarterly,’  xlii.  463. 

Haydon,  '■Life  of,’  iii.  156: — “He  [Colonel  Gurwood]  told  me  the  Duke  keeps  the 
key  of  the  glass  of  his  Correggio,  and  when  the  glass  is  foul,  dusts  it  himself  with  his 
handkerchief.  He  asked  him  once  for  this  key,  and  he  replied,  ‘No  I wont.’” 
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Waagen,  ‘ Treasures ,’  ii.  275  : — ‘ I can  hardly  believe  that  there  is  another  instance 
of  so  much  art  contained  within  so  narrow  a space  as  in  this  picture,  which  is  by  far  the 
most  beautiful  representation  that  I have  ever  seen  of  this  often-treated  subject.  In 
the  foreground  on  the  left  hand,  resplendent  with  heavenly  light,  is  the  figure  of  Christ, 
kneeling  in  a white  robe  and  blue  mantle,  intensely  relieved  against  the  midnight  gloom 
of  the  background.  Never  till  now  have  I seen  the  utmost  agony  of  soul  united  with 
resignation  to  a higher  will,  expressed  with  such  depth,  elevation  and  poetry  as  in  the  small 
compass  of  this  countenance,  in  which  these  words  may  be  plainly  read,  “ Oh,  My  Father  ! 
if  it  be  possible,  let  this  cup  pass  from  me  ! Nevertheless,  not  as  I will,  but  as  Thou  wilt.” 
Correggio  had  that  passage  in  St.  Luke  in  his  mind,  “ and  being  in  an  agony  He  prayed 
yet  more  earnestly.”  The  descending  angel  who  receives  light  from  Christ,  is  not 
represented  as,  contrary  to  my  feelings  (at  all  events  at  variance  with  Scripture),  is 
frequently  the  case,  with  a cup  in  his  hand.  The  expression  of  deep  compassion  for  the 
agony  of  the  Redeemer  is  combined,  with  marvellous  skill,  with  that  of  the  greatest 
veneration.  It  is  not  until  the  eye  has  satiated  itself  with  the  contemplation  of  this  group 
that  it  distinguishes,  amidst  the  darkness,  the  delicate  aerial  gradation  of  the  middle- 
distance,  with  the  three  sleeping  disciples;  in  the  background  Judas  with  his  band,  the 
trees  of  the  landscape,  and  the  faint  indication  of  the  dawn.  Though  all  these  parts  have 
evidently  darkened,  they  were  undoubtedly  kept  very  dark  at  first,  since  this  contrast 
with  the  luminous  figure  in  front  enhances  the  solitary  gloom  and  mystery  of  the  scene. 
The  miniature-like,  yet  spirited  execution,  the  depth,  glow,  and  mellowness  of  the  colour 
in  the  countenance  of  Christ,  are  not  to  be  described.  The  style  of  form  and  feeling 
most  resembles  the  St.  Sebastian  in  the  Dresden  Gallery,  which,  according  to  my  feelings, 
is  of  the  most  perfect  period  of  Correggio.  The  picture  must  have  been  at  one  time  much 
exposed  to  the  sun,  or  other  heat,  for  the  colour  has  everywhere  shrunk  considerably. 
Otherwise,  except  in  the  left  hand  of  Christ,  in  which  the  position  of  the  fingers  cannot 

be  clearly  seen,  it  is  in  an  excellent  state  of  preservation Vasari,  who  saw  it  at 

Reggio,  describes  it  in  terms  of  the  highest  admiration,  and  calls  it  “ la  piu  bella  cosa  che 
si  possa  vedere  di  suo,”  that  is  of  Correggio.  Subsequently  it  came  into  the  possession 
of  the  King  of  Spain.  At  the  time  of  Mengs,  who  in  his  letter  to  Ponz  speaks  of  it 
with  the  greatest  admiration,  it  was  in  the  cabinet  of  the  Princess  of  the  Asturias  in  the 
Royal  Palace  at  Madrid.’ 

‘Times,’  June  5,  1854,  reporting  on  the  Exhibition  of  Ancient  Masters  at  the 
British  Institution: — “.  ...  the  exquisite  ‘Saviour  in  the  Garden’  by  Correggio  . . . 
alone  sufficient  to  give  lustre  to  the  department.” 

‘Athcnceum,’  June  14,  1856,  reporting  on  the  Exhibition  of  Ancient  Masters  at 
the  British  Institution  : — “ ....  and  the  exquisite  little  Correggio  belonging  to  the 
Duke  of  Wellington — the  original,  in  fact,  of  ‘The  Agony  in  the  Garden,’  in  the 
National  Gallery.” 

Mr.  Martin,  in  his  MS.  notes  respecting  the  Apsley  House  pictures,  says : — “ For 
many  years  after  it  [this  picture]  came  into  the  Duke’s  possession  it  remained  in  its  old 
plain  frame,  worn  and  dirty,  but  with  a glass  over  it,  on  a slide  of  his  wardrobe  with  his 
clothes:  nor  was  it  until  the  Gallery  of  Apsley  House  was  built  (1828-29)  that  the  Duke 
entrusted  the  picture  to  the  care  of  M.  Seguier,  who  pledged  himself  to  clean  and  frame 
it  with  his  own  hands.  The  first  Duke  never  suffered  the  Corregio  to  leave  the  Gallery 
when  once  hung  up.” 

Wornum,  ‘Catalogue  of  National  Gallery  Pictures'  (1865),  75. 

Crowe  and  Cavalcaselle,  ‘ The  Life  of  Titian',  ii.  321: — “There  is  every  reason  to 
believe  that  early  in  the  16th  century  Count  Claudio  Rangone,  of  Modena,  was  possessed 
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of  a celebrated  work  by  Corregio,  representing  Christ’s  prayer  in  the  Garden  of  Geth- 
semane.  After  many  vicissitudes  this  masterpiece  found  its  way  to  England,  where  it 
now  adorns  the  palace  of  Apsley  House.” 

Bryan,  ‘ Dictionary , etc.'  (1886),  i.  24. 

‘Times,'  January  3,  1887,  reporting  on  the  Exhibition  of  Ancient  Masters  at  the 
Royal  Academy: — “The  Duke  of  Wellington  lends  his  precious  little  Correggio  . . . 

Kugler  ( Layard ) ‘ Handbook , etc.'  636: — [This  picture]  “is  another  of  those  works  in 
which  Corregio  stands  alone.  It  would  be  difficult  to  cite  an  instance  in  which  so 
much  mastery  of  art  is  contained  in  so  confined  a space.  Here,  as  in  the  “ Notte,”  the 
light  proceeds  from  the  Saviour,  who  kneels  at  the  left  of  the  picture.  Thus  He  and 
the  Angel  above  Him  appear  in  a bright  light,  while  the  sleeping  disciples  and  the 
soldiers  who  approach  with  Judas  are  thrown  into  dark  shadow;  but  it  is  the  “clear- 
obscure  ” of  the  coming  dawn,  and  exquisite  in  colour.  The  expression  of  fervent  prayer 
and  heavenly  resignation  on  the  countenance  of  Christ  is  indescribably  touching;  it  is 
impossible  to  conceive  an  expression  more  deep  and  fervent.  Among  the  pictures  still 
in  Spain  attributed  to  Corregio,  Christ  in  the  Garden,  ....  is  called  in  the  Catalogue 
a replica  or  copy  of  that  in  the  possession  of  the  Duke  of  Wellington.’ 

‘ Times'  January  14,  1887,  reporting  on  the  Exhibition  of  Ancient  Masters  at 
the  Royal  Academy:  — “ With  these  two  and  with  the  Raphael  drawing  must  be  ranked 
the  Duke  of  Wellington’s  famous  little  Corregio,  ‘The  Agony  in  the  Garden’  (131J, 
which  hangs  by  itself  in  the  centre  of  the  north  wall  of  the  great  gallery,  with  a space 
around  it,  as  though  so  precious  a little  work  demanded  a special  honour.  Historically 
the  picture  has  a peculiar  interest,  since  it  was  taken  as  a prize  of  war  in  Joseph  Bona- 
parte’s carriage  after  the  battle  of  Vittoria.  When  the  affairs  of  the  Peninsula  were 
settled  and  Ferdinand  VII.  was  duly  restored  to  the  people,  whom  he  soon  began  to 
rule  in  the  good  old  Bourbon  fashion,  the  Great  Duke  returned  this  picture  to  him,  and 
he,  with  a graciousness  which  could  hardly  have  been  expected  of  him,  sent  it  back  as 
present  to  the  man  to  whom  he  owed  his  crown.  It  is  identical  in  subject  with  a well- 
known  picture  in  the  National  Gallery,  but  of  this  latter  Dr.  Richter  in  his  ‘ Italian  Art 
in  the  National  Gallery’  speaks  very  disrespectfully,  pronouncing  it  ‘an  indifferent  copy 
of  very  little  value  in  comparison  with  the  original  at  Apsley  House.’  ” 

‘ Athenaeum]  January  22,  1887: — “It  is  hardly  needful  to  remind  experts  that  the 
Duke  of  Wellington’s  pretty  sentimentality  called  ‘The  Agony  in  the  Garden’  is  not  a 
Correggio,  and  that  the  legend  which  follows  the  picture  everywhere  about  the  battle  of 
Vittoria  and  Joseph  Bonaparte’s  carriage,  is  not  well  founded.  Even  if  the  tale  were 
true,  it  would  not  make  a Correggio  of  the  picture.  We  pass  from  this  double  fiction 
to,  &c."  [The  first  portion  of  this  so-called  “double  fiction”  is  sufficiently  established 
not  only  by  the  fact  that  at  the  time  the  picture  was  acknowledged  to  be  the  famous 
Correggio,  but  by  the  not  less  important  fact  that  in  the  Catalogue  of  the  National 
Gallery  Pictures  under  the  heading  “After  Allegri”  is  a description  of  a picture  of  the 
same  subject,  in  which  the  following  words  occur : “ This  picture  is  a repetition  or  copy 
of  the  original,  now  in  the  possession  of  the  Duke  of  Wellington.”  The  second  portion 
of  this  so-called  “double  fiction”  is  proved  by  Lord  Maryborough’s  letter  to  the  first 
Duke  of  Wellington,  a portion  of  which  is  quoted  above,  and  which  relates  solely  to 
the  pictures  captured  at  Vitoria  and  sent  to  him  for  safe  keeping.  It  is  worthy  of 
remark  that  the  same  journal  which  here  calls  the  history  of  this  picture  “fiction”  and 
denies  its  authorship,  should  in  a previous  number  (June  14,  1856)  call  it  “the  exquisite 
little  Correggio  belonging  to  the  Duke  of  Wellington — the  original,  in  fact,  of  “The 
Agony  in  the  Garden  ” in  the  National  Gallery.”] 
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‘■Gazette  des  Beaux-Arts'  (. Deuxibne  Periode),  xxxv.  264. 

Champlin , ‘ Cyclopcedia , etc.,'  i.  287  and  336. 

Cook,  ‘ Handbook , etc.,'  referring  to  “ Christ’s  Agony  in  the  Garden,”  after  Correggio, 
in  the  National  Gallery: — “This  is  a copy  of  a picture  in  the  Duke  of  Wellington’s 
gallery  at  Apsley  House ” 

‘ National  Gallery  Catalogue'  (1889),  referring  to  a similar  picture  in  the  National 
Gallery,  says,  “ This  picture  is  a repetition  or  copy  of  the  original,  now  in  the  possession 
of  the  Duke  of  Wellington.” 

Ricci,  ‘ Corregio ,'  233: — “In  a letter  written  in  1584  by  a member  of  the  Rangone 
family  (Fulvio)  ....  there  is  not  the  faintest  hint  that  the  work  itself,  or  a replica, 
or  copy  was  ever  in  Modena,  and  in  the  possession  of  the  Rangone.  • . . . From  it 
we  learn  that  the  owner  of  the  picture  was  one  Francesco  Maria  Signoretti,  who  is 
known  to  have  been  enrolled  among  the  members  of  the  College  of  Medicine.  It 
further  states  that  some  few  years  before,  the  sculptor  Pompeo  Leoni  wished  to  buy 
it  for  the  King  of  Spain,  and  negotiated  all  the  preliminaries  of  the  purchase,  but 
finally  drew  back  when  he  found  the  owner  determined  not  to  part  with  his  picture  for 
less  than  five  hundred  scudi.  This  information  was  all  addressed  to  Duke  Alfonso  II. 
of  Este,  who  was  anxious  to  make  a collection  in  his  castle  at  Ferrara.  Six  years 
later,  Lomazzo  tells  us  that  the  picture  had  been  sold  to  Piero  Visconti  for  four  hundred 
scudi.  It  cannot,  therefore,  have  been  the  example  seen  by  Sandrart  at  Modena  about 
1628.  The  original  was  sold  by  the  Visconti  for  seven  hundred  and  fifty  pistoles  to  the 
Marchese  di  Caracena,  Governor  of  Milan,  who  bought  it  on  commission  for  Philip  IV. 
of  Spain.” 

While  searching  some  old  numbers  of  the  Athetueum,  the  Duchess  of  Wellington  came 
across  the  following  letter  addressed  by  Mr.  W.  Fairholme  to  that  journal  in  1853: — 

“Corregio’s  ‘Christ  on  the  Mount  of  Olives.’ — In  the  last  ‘Quarterly  Review’  there 
is  an  article  on  Apsley  House,  in  which  occurs  a notice  of  the  celebrated  picture  by 
Corregio,  of  ‘ Christ  on  the  Mount  of  Olives,’  belonging  to  the  Duke  of  Wellington  ; 
and  this  notice  repeats  an  error  to  which  I have  lately  had  my  attention  called  more 
than  once,  and  which,  through  your  widely  diffused  journal,  I wish  to  correct, — viz., 
that  this  is  the  picture  described  by  Vasari,  in  the  well-known  passage  of  his  life  of 
Corregio,  part  3,  vol.  1,  p.  24,  Bologna,  1671.  This  description  is  so  detailed  and 
minute,  that  it  is  wonderful  how  any  one  who  has  ever  read  it,  and  seen  the  Duke  of 
Wellington’s  picture,  can  refer  the  one  to  the  other.  Vasari  describes  the  light  thus : — 
‘ In  which  the  angel  appearing,  illumines  Christ  with  the  light  of  his  splendour.'  In 
the  Duke’s  picture  the  case  is  precisely  the  reverse  : — or,  to  use  the  words  of  Raphael 
Mengs  (who  saw  it  at  Madrid)  in  describing  it,  vol.  ii.  p.  74: — ‘Our  Saviour  who 

receives  the  light  from  Heaven,  reflects  it  upon  the  angel.'  And  at  a subsequent  place, 

p.  147,  of  the  same  volume,  he  again  says: — ‘What  is  most  admirable  in  this  picture 
is  the  way  in  which  the  clair-obscure  is  managed, — Christ  receiving  the  light  from  Heaven, 
and  the  Angel,  on  the  contrary,  being  lighted  by  Christ.' 

“Again,  Vasari’s  account  of  the  three  Apostles  in  the  picture  which  he  is  describing, 
does  not  at  all  agree  either  with  the  figures  in  the  Duke’s  picture  or  with  Mengs’s 

account ; for  he  says : — ‘ Below,  at  the  foot  of  the  mount  are  seen  the  three  Apostles 

who  sleep,  and  on  whom  falls  the  shadow  of  the  mount  where  Christ  prays,  which 
gives  incredible  force  to  these  figures l Mengs  says : — ‘ At  the  first  glance  one  only 
perceives  our  Saviour  and  the  angel,  with  the  sky  enlightened, — all  the  rest  being 
covered  with  shadow,  as  during  the  night ; but  after  a more  attentive  examination,  one 
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finds,  most  wonderfully  produced,  the  effects  of  atmosphere  in  the  diminishing  objects , 
....  and  one  sees  no  sensible  touch  or  stroke  of  the  pencil  except  near  the  group 
of  the  Apostles,  where  one  begins  to  perceive  the  leafing  of  the  trees,  with  the  crown  of 
thorns  and  the  cross  placed  on  the  ground.’  This  description  by  no  means  gives  the 
idea  of  incredible  force  in  the  making  out  of  the  Apostles’  figures. 

“Vasari  says  nothing  whatever  of  a crown  of  thorns  or  a cross, — objects  too 
remarkable  to  have  been  omitted  in  so  exact  a description  as  his  had  they  existed  in 
the  picture  to  which  he  was  alluding  ; but  the  circumstance  of  the  light  alone  being 
so  entirely  different  in  the  Duke’s  picture,  is  quite  conclusive. 

“ The  picture  to  which  Vasari’s  description  in  its  minutest  particulars  applies,  is  in 
my  possession  ; and  was  purchased  by  my  father,  the  late  Mr.  George  Fairholme,  from 

Count  Severoli,  at  Rome, — in  whose  family  it  had  existed  for  at  least  200  years,  since 

it  is  enumerated,  with  its  silver-gilt  frame,  in  a catalogue  of  the  family  effects  in  1631. 
The  late  Cardinal  Severoli  set  such  a high  value  on  it  and  on  another  picture  by 
Corregio,  also  now  in  my  possession,  that  he  never  even  travelled  without  them.  My 
object  in  addressing  you  is  merely  to  vindicate  for  my  picture  an  account  of  such 

historical  interest  as  Vasari’s,— which,  as  it  can  in  no  way  apply  to  the  Duke  of 

Wellington’s  picture,  seems  to  me  only  fair  should  be  restored  to  the  picture  to  which 
it  most  distinctly  refers. — I am,  &c.,  W.  Fairholme,  Leamington,  April  25,  1853.” 

In  consequence  of  reading  the  above,  the  Duchess  sent  the  following  to  Notes  and 
Queries , in  which  it  appeared  on  March  28,  1896: — 

“ ‘ Christ  on  the  Mount  of  Olives,’  by  Correggio. — Mr.  W.  Fairholme,  in  a letter, 
dated  Leamington,  which  appeared  in  the  Athenceum  of  30  April,  1853,  states  that  this 
picture  was  then  in  his  possession,  and  not  in  the  Apsley  House  Collection.  Can  any 
reader  say  whether  this  letter  was  ever  replied  to  ; whether  Mr.  W.  Fairholme  is  still 
living;  and  what  has  become  of  the  picture? — Evelyn  Wellington,  Apsley  House.” 
The  above  was  answered  as  follows  in  the  same  journal  on  April  n,  1896: — 

“ 1 Christ  on  the  Mount  of  Olives,’  by  Correggio  (8th  S.  ix.  247). — Mr.  Fairholme’s 
contention  was  not,  as  the  Duchess  of  Wellington  seems  to  imply,  that  there  was  no 
picture  rightly  so  styled  at  Apsley  House  in  1853,  but  that  a picture  of  the  same 
subject  in  his  possession,  and  not  the  Apsley  House  one,  corresponded  to  the  descrip- 
tion given  by  Vasari  in  the  well-known  passage  in  his  life  of  Correggio.  The  incidence 
of  the  light  on  the  figures  of  our  Lord  and  the  angel  was  the  main  evidence  brought 
by  Mr.  Fairholme  in  support  of  his  assertion,  which  was  never,  I think,  taken  seriously 
by  connoisseurs.  Indeed,  the  pedigree  of  the  Apsley  House  picture,  and  the  history  of 
its  passing  to  Pio  Visconti,  and  thence  to  Philip  IV.  of  Spain,  until  its  final  acquisi- 
tion by  the  Duke  of  Wellington  after  the  battle  of  Vittoria,  are  sufficiently  well  known 
to  invalidate  counter  claims  much  better  supported  than  Mr.  Fairholme’s,  His  picture 
may  possibly  be  a somewhat  varied  replica  of  the  original ; the  example  in  the  Uffizi 
is  probably  another. — Oswald  Hunter  Blair,  O.S.B.,  Fort  Augustus,  N.B.” 

“No  reply  to  Mr.  Fairholme’s  letter  of  20  April,  1853,  appears  in  the  A thermion 
for  that  or  the  two  following  years. — Everard  Home  Coleman.” 

In  addition  to  the  above  attempt  to  trace  Mr.  Fairholme  and  his  picture  through 
the  medium  of  Notes  and  Queries  other  efforts  made  with  the  same  object  have  similarly 
failed. 

Besides  the  two  copies  mentioned  by  Pungileone  (see  above)  he  alludes  to  two 
others  (i.  102).  He  further  states  that  Mariano  Vasi  mentions  one  in  the  Spada 
Palace  at  Rome,  and  that  Baldassari  Orsini  in  his  description  of  the  pictures  at  Ascoli 
(142),  also  mentions  a little  original  as  being  in  the  Scariglia  Palace,  stating  “it  is  said 
that  there  was  a larger  replica  of  this  little  picture  than  the  one  which  was  at  Reggio, 
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this  being  communicated  to  me  by  the  celebrated  Armanno,  who  adds  that  there  were 
several  important  differences  in  the  dimensions”  and  other  details  of  the  picture. 

Chatnplin  (i.  287)  says  that  there  are  copies  of  this  (the  Apsley  House  picture)  in 
the  National  Gallery,  London;  Uffizi,  Florence;  Madrid  Museum;  and  in  the  Hermitage, 
St.  Petersburg. 

Mention  is  here  made  of  all  these  copies  and  replica  in  order  to  show  that  there  are 
or  were  several  copies  of  this  picture,  which  may  account  for  there  being  more  than  one 
owner  of  a similar  picture  claiming  to  possess  the  orginal. 

In  a letter  dated  June  30,  1817,  the  President  and  Council  of  the  Royal  Academy 
write  to  the  first  Duke  of  Wellington  requesting  him  to  lend  this  picture  to  the  Academy 
School  of  Painting  just  established,  to  serve  as  an  example  in  painting  to  the  students. 
On  July  8 following,  the  Duke  writes  stating  his  inability  to  do  so.  “If  the  picture 
were  my  property,”  he  says,  “ I should  have  no  scruple  in  sending  it  to  the  Academy 
for  the  purpose  desired ; but  as  it  belongs  to  the  King  of  Spain,  I do  not  think  I can 
do  so  with  propriety.”  This  correspondence  is  interesting  as  showing  that  at  the  time 
mentioned  the  Duke  still  considered  the  pictures  captured  at  Vitoria  as  the  property  of 
the  King  of  Spain. 

Collections — Count  Pirro  Visconti.  Date  unknown. 

Royal  Spanish,  The  Palace,  Madrid,  1772. 

Captured  at  Vitoria,  1813.  See  Introduction. 

Exhibited — British  Institution,  1854,  where  it  was  called  “Our  Saviour  in  Garden.'’ 

Royal  Academy  (Old  Masters),  1887,  where  it  was  called  “The  Agony  in  the 
Garden.” 

Engraved  by  B.  Corti,  1640. 

Volpato. 

W.  Ward,  A.R.A.,  and  others. 


124  SCHOOL  OF  FERRARA. 

THE  MIRACULOUS  DRAUGHT  OF  FISHES. 

Panel.  18^  X 15  J in. 

(St.  Luke,  v.) 

Across  the  foreground  is  the  shore  of  the  Lake  of  Gennesaret.  On  it  are 
the  figures  of  two  men,  left,  with  their  backs  to  the  sea,  conversing.  One  has 
grey  hair  and  beard,  and  wears  a blue  robe  ; the  other  has  short  light  hair  and 
a short  beard,  and  wears  a pink  robe.  He  is  emphasising  with  his  hands  what 
he  is  saying  to  his  companion.  They  are  both  bare-footed.  Near  them  sits  a 
young  woman,  with  her  body  turned  towards  the  sea  and  her  head  to  the  left, 
as  she  looks  into  the  face  of  a fair-headed  child  with  his  arms  round  her  neck. 
Her  right  leg  is  bent  back  from  the  knee,  and  she  is  bare-footed.  She  has 
auburn  hair.  She  wears  a red  sleeveless  bodice  over  a white  shirt,  the  sleeves 
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of  which  are  tucked  up  above  the  elbows.  Her  skirt  is  dark,  and  she  wears 
a white  transparent  apron.  In  her  right  hand,  which  falls  by  her  side,  she 
holds  a small  wooden  water-keg,  and  on  the  ground  beside  her  is  an  opaque 
white  bottle  with  stopper.  Near  her,  on  the  bank,  is  a small  single  tree.  In 
the  foreground,  right  centre,  are  two  women  with  their  bodies  turned  to  the 
right.  One  of  them,  with  fair  hair  over  which  is  a white  cloth,  sits  on  the 
bank  with  her  head  turned  away  from  the  sea,  and  resting  on  the  back  of  her 
left  hand.  Her  eyes  are  closed.  She  is  dressed  in  a pink  robe  over  a white 
shirt  tucked  up  to  the  elbow,  and  with  a girdle  round  her  waist.  Behind  her 
sits  another  woman  with  fair  plaited  hair.  She  is  leaning  forward  with  parted 
lips,  and  her  outstretched  left  hand  rests  on  the  head  of  her  companion.  Her 
right  hand,  with  extended  fingers,  rests  on  the  ground.  She  wears  a yellowish 
robe  and  a white  shirt  also  tucked  up  to  the  elbow.  The  head  and  shoulders  of 
a naked,  fair-haired  boy  are  seen  on  the  bank  beyond  these  women.  His  head 
is  turned  to  the  left,  and  his  right  hand  extended  towards  the  sea.  Amazement 
and  fear  at  the  sight  they  are  witnessing  are  expressed  on  the  faces  of  these 
figures.  On  the  sea  beyond  them  are  two  boats.  In  the  stern  of  one  of 
them,  right  centre,  is  seated  our  Lord,  with  body  turned  to  the  right.  Over 
His  head  is  a halo.  His  hair  is  fair  and  falls  to  His  shoulders,  and  He  wears 
a short  beard.  He  is  nude  with  the  exception  of  a scarlet  mantle,  which 
leaves  His  right  shoulder  and  arm  bare.  He  raises  His  left  hand  as  He  speaks 
to  Simon  Peter,  who,  with  short  grey  hair  and  beard  and  dressed  in  yellow, 
kneels  before  Him  with  uplifted  hands.  The  third  occupant  of  the  boat  stands 
in  the  bows,  facing  our  Lord.  He  is  nude  with  the  exception  of  a lilac 
drapery  round  the  centre  of  his  body.  He  is  guiding  the  boat  with  a pole. 
In  the  second  boat,  right,  are  three  men.  One  of  them,  probably  intended  for 
Zebedee,  is  reclining  in  the  bows,  while  his  two  sons  are  bending  down  to 
raise  the  net  full  of  fishes  into  the  stern.  One  of  them  wears  a pink  robe, 
and  the  other  a scarlet  one  round  the  centre  of  his  body.  On  the  opposite  shore 
are  trees  and  shrubs,  and  a house  close  to  the  water’s  edge,  right.  From  the 
sea  the  ground  rises  abruptly  till  it  reaches  a castle,  with  a tower  and  other 
buildings,  at  the  foot  of  an  irregular-shaped,  precipitous  rock,  on  the  summit  of 
which  is  another  castle.  To  the  left  the  River  Jordan  is  seen  flowing  from  the 
far  distance  along  a valley  between  two  ranges  of  hills,  till  it  joins  the  lake  in  the 
left  centre  middle  distance.  The  sky  is  blue,  with  a cluster  of  low-lying  clouds 
to  the  left,  and  the  dawn  is  breaking  in  the  far  distance. 

“200”  is  painted  in  white  in  the  left  lower  corner. 


Waagcn , Art  and  Artists ,’  ii.  297. 

ILazlitt,  1 Criticisms  on  Art,'  Appendix  lvi. 
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Waagen , ‘ Treasures ,’  ii.  276  : — “ The  Miraculous  Draught  of  Fishes  in  which  the  figures 
in  the  middle  distance  are  taken  from  Raphael’s  cartoon  and  others  added  in  the  foreground, 
is  a carefully  executed  picture  in  a glowing  tone  by  one  of  the  best  Ferrarese  masters.” 

Collection — Royal  Spanish. 

Captured  at  Vitoria , 1813.  See  Introduction. 


53  DIEGO  RODRIGUEZ  DE  SILVA  Y VELAZQUEZ, 

1599-1660. 

PORTRAIT  OF  A SPANISH  GENTLEMAN. 

Canvas.  29}  x 25  in. 

Bust,  life  size,  of  a man,  with  body  turned  to  the  left  and  head  inclined 
to  the  front.  His  hair  is  dark  and  short,  and  his  forehead  is  high.  His  eyes 
are  dark  and  somewhat  small  ; his  eyebrows  dark,  short  and  rather  thick  ; his 
nose  is  long  and  slightly  pointed  ; and  his  cheek-bones  are  high.  Complexion 
sallow.  Altogether  the  face  is  thin  and  fine  drawn.  He  has  a dark  moustache 
curled  up  at  the  ends,  and  a very  small  dark  tuft  or  beard,  and  short  straight 
whiskers  descending  to  the  lobe  of  the  ear.  He  wears  a black  robe  with  a 
white  linen  collar  (golilla)  round  his  neck.  Background  dark. 

This  picture  (captured  at  Vitoria)  is  the  portrait  by  Velazquez,  of  similar  dimensions, 
mentioned  in  the  MS.  Inventories  of  1772*  and  1789*  as  then  forming  part  of  the 
Royal  Spanish  Collections,  whence  it  has  since  disappeared.  The  picture  in  the  1772 
Inventory  is  entered  as  “ Portrait  with  a Golilla,"  and  as  being  in  the  studio  of  Don 
Andres  de  la  Calleja;  and  in  that  of  1789  as  “Portrait  of  a Man,  said  to  be  Antonio 
Perez,”  and  as  hanging  in  the  “ Queen’s  Oratory,”  Buen  Retiro,  and  valued  at  £60. 

This  picture  has  erroneously  been  called  a portrait  of  the  painter. 

Cumberland , ‘ Catalogue,  etc.'  (1787),  75.  Under  the  heading  “Prince’s  Dining 
Room”  [Royal  Palace,  Madrid]: — “ ....  Two  half-length  portraits  one  of  which  is 
a very  interesting  and  curious  picture  of  the  unfortunate  Antonio  Perez  : it  hangs  near 
the  portrait  of  Philip  II.” 

[There  is  reason  to  believe  that  these  two  pictures  mentioned  by  Cumberland  are  the 
one  described  above  and  that  of  Pope  Innocent  X.  If  so,  he  is  wrong  in  stating  that  the 
former  represents  Antonio  Perez.] 

Ponz , ‘ Viage , etc.,  vi.  49,  mentions  this  picture  as  hanging  in  the  “Prince  of 
Asturias’  principal  saloon  or  dining-room”  in  the  Palace,  Madrid. 

Cean  Bermudez , ‘ Diccionario,  etc.,'  v.  178. 


* In  the  Royal  Palace  Archives,  Madrid. 
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Passavant,  ‘Tour,  etc.'  i.  170: — “A  portrait  of  a man,  name  unknown ” 

Waagen,  ‘ Art  a7id  Artists,'  ii.  298: — “A  portrait  said  to  be  of  himself,  likewise  a 
fine  work.” 

Hazlitt,  ‘ Criticisms  on  Art,'  Appendix  lvi. 

Stirlitig,  ‘ Anna/s , etc.,'  iii.  1401. 

‘ Quarterly ,’  xcii.  462. 

Waagen , ‘ Treasures ,'  ii.  277. 

Kugler  ( Head ),  ‘ Handbook , etc.,'  iL  160. 

Stowe,  ‘ Velazquez,'  99. 

Curtis,  ‘ Velasquez  and  Murillo,'  p.  85,  No.  209. 

Justi,  ‘ Velazquez]  300: — “Formerly  taken  for  a portrait  of  Velazquez  by  himself, 
although  the  form  of  the  head  is  quite  different.  The  charm  of  this  pale,  aristocratic, 
somewhat  lean  though  youthful  face  lies  in  the  unity  and  rapidity  of  the  first  cast  and 
the  subsequent  spirited  treatment  of  light  and  shade.  The  head  stands  very  fully  out 
from  the  dark  brown  ground,  which  is  somewhat  lightened  on  the  averted  and  shaded 
side  of  the  figure.  Few  portraits  have  been  modelled  with  such  broad,  scarcely 
toned  light  and  shade  surfaces.  Thus,  for  instance,  the  line  of  the  bridge  of  the  nose  on 
the  quite  uniformly  coloured  cheek  is  indicated  by  no  adventitious  aids,  yet  all  the  forms 
are  clear.” 

Justi,  ‘Velazquez,'  426: — “ ....  executed  in  his  second  manner.” 

Champlin,  ‘ Cyclopcedia,  etc.,'  iv.  333,  where  it  was  called  “A  Portrait  of  Himself.” 

Bryan,  ‘ Dictionary , etc.'  (1889),  ii.  649. 

De  Beruete , ‘ Velazquez ,'  7 1 : — “ . . . . un  autre  portrait  qui  se  trouve  h Apsley  House 
et  qui  passa  longtemps  pour  le  propre  portrait  de  Velazquez.  Le  personnage  represent^ 
n’est  surement  pas  notre  peintre,  mais  ce  superbe  tableau  est  sans  nul  doute  authentique. 

. . . l’oeuvre  est  empreinte  de  cette  sobriete  propre  aux  tableaux  du  maitre.  L’execution 
est  precise  et  a beaucoup  d’accent.” 

Be  Beruete , ‘ Velazquez ,’  207,  considers  this  picture  to  have  been  painted  between 
1638  and  1644. 

Mesonero  Romanos,  ‘ Velazquez ,’  197. 

Collection — Royal  Spanish,  Buen  Retiro,  Madrid,  1789  (?). 

Captured  at  Vitoria,  1813.  See  Introduction. 

Exhibited — British  Institution,  1828,  and  1855  when  it  was  erroneously  called  “Portrait  of 
Himself.” 

New  Gallery,  1896. 
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110  SCHOOL  OF  MURILLO. 

HEAD  OF  A WOMAN. 

Canvas.  14  x 11  in. 

The  body  and  head  turned  to  the  left,  the  latter  inclined  downwards. 
Her  hair  is  dark,  and  is  encircled  at  the  back  by  a string  of  gems,  and  falls 
loosely  on  her  shoulders.  Her  complexion  is  fair,  her  eyes  large  and  brown, 
her  nose  straight,  and  her  lips  slightly  parted.  There  is  a sad  expression 

on  her  face.  She  wears  a white  gown  of  thin  material,  open  in  front,  over 
which  is  a yellow  and  red  mantle.  Background  dark. 

Captured  at  Vitoria , 1813.  See  Introduction. 


129  ANTON  RAFAEL  MENGS,  1728-1779. 

ST.  JOHN  THE  BAPTIST. 

Copper.  1 oil  x 14!  in. 

St.  John  the  Baptist  was  the  son  of  Zachary,  a priest,  and  Elizabeth,  a cousin  of  the  Virgin 
Mary.  His  early  life  was  spent  in  the  wilderness  in  prayer.  He  wore  a garment  of  camel’s  hair, 
and  lived  on  honey  and  locusts.  At  the  age  of  thirty  he  commenced  to  proclaim  the  coming  of  the 
Messiah,  exhorting  all  men  to  lead  holy  lives,  and  baptising  such  as  were  worthy.  Our  Lord  Himself 
was  baptised  by  Him,  coming  from  Nazareth  for  the  purpose.  The  Baptist  then  declared  Jesus  to 
be  the  Messiah,  and  preached  Christ  wherever  he  went  When  Herod  Antipas  married  Herodias,  his 
brother  Philip’s  wife,  John  boldly  reprehended  him.  Although  Herod  feared  and  reverenced  the 
Baptist,  at  the  instigation  of  Herodias  he  cast  him  into  prison.  Herodias  determined  to  bring  about 
his  death,  and  her  opportunity  came.  At  a banquet  Herod  was  so  enraptured  by  the  dancing  of 
Salome,  a daughter  of  Herodias  by  her  lawful  husband,  that  he  promised  her  anything  she  might 
ask.  At  her  mother’s  suggestion,  she  demanded  that  the  head  of  John  be  brought  to  her  on  a dish. 
Herod  gave  the  order,  and  thus  died  the  forerunner  of  the  Saviour,  little  more  than  two  years  after 
the  commencement  of  his  ministry’,  and  a year  before  the  death  of  Christ. 

Companion  picture  to  No.  121.  St.  John,  nude  with  the  exception  of  a 
lilac  mantle  thrown  over  his  ricrht  shoulder  and  which  covers  his  loins,  lies  in 

o 

a semi-recumbent  position  in  the  foreground,  the  upper  part  of  his  body  to 
the  right  and  feet  to  the  left.  He  is  leaning  against  a birch  tree  behind  him, 
and  supports  himself  in  that  position  by  means  of  his  left  hand,  which  rests 
on  the  ground.  He  has  light  curly  hair,  arched  eyebrows,  large  blue  eyes, 
and  his  lips  are  slightly  parted.  His  left  leg  is  extended  in  front  of  him, 
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while  the  right  is  drawn  backwards  from  the  knee.  By  his  side  lies  a bamboo 
cross  and  a scroll,  to  which  he  is  pointing  with  his  right  hand,  and  on  which 
the  words  “ ecce. agnus. dei.ecce  ” are  written.  In  the  centre  middle  distance 
a valley,  a view  of  distant  mountains,  and  a glimpse  of  blue  sky.  In  the  left 
foreground  the  edge  of  a pool  of  water  and  some  stones.  The  sky  is  blue. 

A picture  of  the  same  subject  formerly  belonged  to  the  Royal  Spanish  Collection, 
but  is  no  longer  there.  As  it  was  by  the  same  artist  as  the  picture  described  above 
(which  was  captured  at  Vitoria)  and  of  similar  dimensions,  it  is  no  doubt  the  same 
painting,  and,  consequently,  the  one  referred  to  by  the  authors  quoted  below. 

Cumberland , ‘ Catalogue , etc.'  (1787),  54,  under  the  heading  “King’s  Bedchamber” 
[Royal  Palace,  Madrid]  : — “Two  small  pictures;  one  a St.  John,  the  other  a Magdalen; 
highly  finished  and  well  coloured.” 

Ponz,  ‘ Vi age,  etc.]  vi.  34,  referring  to  the  pictures  hanging  in  the  King’s  Bedchamber 
in  the  Royal  Palace,  Madrid,  says  of  this  and  its  companion  [No.  121]  : “The  two  small 
pictures  by  Mengs  in  this  room,  namely  St.  John  and  Magdalen  in  the  Desert,  are  both 
figures  full  of  expression,  of  beautiful  colouring,  and  extremely  highly  finished.” 

‘ Mengs' s Works'  ( London , 1796),  i.  68.  Under  the  heading  “List  of  paintings  done 
in  Spain  by  Anthony  Raphael  Mengs,  for  the  Royal  Family  as  well  as  private  persons.” 
“ In  the  same  apartment  [bedchamber]  are  two  other  small  paintings,  one  of  the  young 
St.  John  (which  he  did  in  Spain),  and  another  as  companion,  of  Mary  Magdalen,  which 
he  sent  from  Rome ; they  are  a foot  and  a half  in  height  and  one  in  breadth.” 

Cean  Bermudez , ‘ Diccionario , etc.]  iii.  131. 

Collection — Royal  Spanish,  Buen  Retiro,  Madrid,  1787. 

Captured  at  Vitoria , 1813.  See  Introduction. 


85  MARCELLO  VENUSTI,  1515-1579. 

THE  ANNUNCIATION. 

Panel.  14I  X 11  in. 

(St.  Luke,  i.) 

An  interior,  with  arched  ceiling  and  stone  and  marble  inlaid  floor.  In 
the  left  far  corner  is  a bed,  draped,  and  with  a green  curtain.  In  the  foreground, 
left,  is  a wooden  altar,  on  which  is  lying  an  open  book.  It  has  two  steps,  on 
which  stands  the  Virgin,  with  her  body  facing  front  with  the  exception  of  the 
upper  part,  which  is  inclined  slightly  to  the  right.  Over  her  head,  which  is 
bent  downwards,  is  a golden  halo.  Her  hair,  which  is  light,  is  plaited  across 
her  forehead,  where  it  is  held  by  a green  band.  Her  complexion  is  fair.  She 
wears  a loose  pink  bodice,  open  at  the  neck,  where  a frill  of  white  linen  is 
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visible.  A light  blue  robe,  lined  with  red,  covers  the  lower  part  of  her  body, 
beneath  which  her  bare  feet  are  seen.  Her  right  elbow  rests  on  the  altar,  and 
both  her  hands  are  raised  as  she  listens  to  the  words  of  the  archangel  Gabriel, 
who  has  entered  by  a door,  right,  through  which  is  seen  the  blue  of  a distant  sky. 
The  angel,  who  has  fair  hair  and  whose  wings  are  outstretched,  is  nude  with  the 
exception  of  a transparent  pink  garment  about  his  loins  and  falling  to  his  ankles, 
and  a flowing  light  blue  scarf  hanging  from  his  neck.  His  right  hand,  the 
forefinger  of  which  is  uplifted,  is  raised  towards  the  Virgin.  His  left  hand 
rests  on  his  hip.  Above  the  bed  is  a window,  through  which  the  dove  is 

descending  in  a blaze  of  light. 

Vasari,  1 Fife,  etc.,'  xiv.  360: — “II  Baglioni,  p.  21,  says  that  there  was  an  Annuncia- 
tion by  Marcello  Venusto,  but  designed  by  Bonarroti,  in  the  Chapel  of  the  Signori  Cesi 
in  the  Church  della  Pace  in  Rome.” 

Lanzi,  '■History  of  Painting,  etc.'  i.  145: — “Two  Annunciations  designed  by 
Buonarruoti  were  coloured  for  altar-pieces  by  Marcello  Venusti,  of  Mantua,  a scholar  of 
Perino,  who  adopted  the  style  of  Michel  Angelo  without  apparent  affectation.  The  one 
was  put  up  in  the  Church  of  S.  Giovanni  Laterano,  the  other  in  the  Della  Pace.  He 
is  said  to  have  painted  also  some  cabinet  pictures  after  designs  of  Buonarruoti  .... 
Although  a good  designer  and  the  author  of  many  pieces  described  by  Baglioni,  he 
obtained  greater  celebrity  by  clothing  the  inventions  of  Michel  Angelo  in  exquisite 
beauty,  especially  in  small  pictures,  of  which  Vasari  says,  he  executed  a great  many.” 

Passavant,  ' Tour , etc.,'  i.  170: — “A  small  picture  of  the  Annunciation,  probably  the 
one  mentioned  by  Vasari  as  executed  by  Marcello  Venusti,  of  Mantua.  The  angel 
advancing  to  the  Virgin,  announces  his  mission,  and  points  upwards.  Mary,  turning  in 
amazement  towards  him,  seems  to  say,  “ What  greeting  is  this  ? ” The  grandeur  and 
dignity  with  which  this  subject  is  treated  can  only  be  equalled  by  the  exquisite  tender- 
ness and  delicacy  of  the  execution.  I had  the  good  fortune  to  see  the  original  red 
chalk  drawing  to  this  picture  in  the  Museum  at  Florence : engraved  by  N.  Beatrizet.” 

Waagen,  ‘ Art  and  Artists ,'  ii.  297: — “A  very  spirited  composition  of  Michael 

Angelo It  is  carefully  executed  in  a warm  brownish  tone,  and  strictly  in  the 

spirit  of  the  great  master.” 

Hazlitt,  '■Criticisms  on  Art'  Appendix  lv. 

Waagen  ' Treasures ,’  ii.  276. 

Kugler  (Layard),  'Handbook,  etc.,'  442,  referring  to  the  works  of  Michael  Angelo  says  : — 
“A  fine  example  in  the  Apsley  House  Gallery.  Painted  from  Michael  Angelo’s  design.” 

Captured  at  Vitoria,  1813.  See  Introduction. 

Engraved  by  Nicholas  Beatrizet. 
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66  SCHOOL  OF  TITIAN. 

FIGURES  WORSHIPPING  AN  IDOL  (probably  a Sketch  for  part  of  a Frieze). 

Canvas.  8f  x 8|  in. 

In  the  left  foreground  is  the  statue  of  a man,  on  a richly  ornamented  stone 
pedestal.  Kneeling  in  front  of  it  are  two  women  and  a man,  with  hands  clasped 
in  prayer.  Behind  them  is  a wood,  and  beyond  the  statue  blue  sky. 

Captured,  at  Vitoria , 1813.  See  Introduction. 


230  PAINTER  UNKNOWN. 

LANDSCAPE,  WITH  FIGURES. 

Panel.  7x9^  in. 

Across  the  middle  distance,  from  left  to  right  centre,  is  a square  red  brick 
building,  partially  in  ruins.  On  the  roof  are  creepers,  and  more  are  seen 
hanging  from  a ledge  further  down,  and  near  the  ground  is  an  arched  niche  in 
the  wall.  To  the  left  an  archway  leads  into  a yard,  at  the  further  end  of 
which  are  buildings  of  a more  modern  type.  Near  the  entrance  is  a man  with 
a pack  animal,  and  on  the  ground  close  to  him  sits  a woman,  and  another 
man,  carrying  a bundle  over  his  back  and  wearing  a red  cap,  is  seen  near  the 
archway,  left.  In  the  left  foreground  is  a man  on  horseback  coming  from  the 
building.  He  wears  a red  shirt,  and  a sack  is  thrown  across  the  horse  in 
front  of  him.  A woman  carrying  something  on  her  head  walks  beside  him  on 
one  side,  and  a dog  on  the  other.  In  the  right  foreground,  a man  in  brown 
sits  at  the  side  of  a pond  surrounded  by  rushes,  fishing.  Beyond  the  pond 
the  ground  rises  and  is  wooded.  A clump  of  poplars  is  seen  beyond  the 
building,  right,  and  a gleam  of  light  is  seen  between  these  trees  in  the  horizon. 
The  sky  is  dull  and  clouded. 

The  picture  is  signed,  but  the  signature  is  illegible. 

Bought  by , or  presented  to , the  first  or  second  Duke  of  Wellington. 
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59  GIOVANNI  PAOLO  PANNINI,  or  PANINI,  1691  or  5-1764. 

ST.  PAUL  AT  MELITA. 

Canvas.  28-5  x 24  in. 

(Acts  of  the  Apostles,  xxviii.) 

“ And  when  Paul  had  gathered  a bundle  of  sticks,  and  laid  them  on  the  fire,  there  came  a 
viper  out  of  the  heat,  and  fastened  on  his  hand.  And  w'hen  the  barbarians  saw  the  venomous  beast 
hang  on  his  hand,  they  said  among  themselves,  No  doubt  this  man  is  a murderer,  whom,  though  he 
hath  escaped  the  sea,  yet  vengeance  suffereth  not  to  live.  And  he  shook  off  the  beast  into  the 
fire,  and  felt  no  harm.” 

Companion  picture  to  No.  62.  The  ruins  of  a temple,  showing  a circular 
colonnade.  In  the  right  centre  St.  Paul,  who  has  white  hair  and  white  beard, 
and  who  wears  a pink  robe  and  blue  mantle,  holds  his  hand  over  a fire  on 
the  ground,  with  a snake  clinging  to  his  fingers.  To  the  right  is  a high 
pedestal  supporting  a statue.  Leaning  against  the  base  of  the  pedestal  is  a 
soldier  in  a white  cloak  and  iron  helmet,  beyond  him  a man  in  yellow  is 
leaning  his  left  hand  on  the  pedestal,  while  he  raises  his  right  in  horror  as  he 
watches  St.  Paul.  Several  figures,  one  a man  almost  nude  and  in  a sitting 
position,  are  in  front  of  St.  Paul  and  watching  him.  Near  them  sits  a woman 
in  blue  with  a naked  child.  Behind  her  a man  in  yellow  is  leaning  against  a 
broken  column.  Behind  him  is  a soldier  in  armour  with  a purple  cloak,  and 
two  other  figures.  In  the  foreground,  right  and  left,  are  fragments  of  columns, 
architectural  ornaments,  etc.  The  sky  is  blue  and  cloudy. 

Signed  I.P.P.  1735,  on  a top  stone  of  the  base  of  the  pedestal,  right. 

Collection — M.  Le  Rouge,  1818. 

Bought  for  the  first  Duke  of  Wellington  at  the  Le  Rouge  Sale,  Paris , April  1818  ( lot  41),  by 
M.  Fer'eol  Bonnemaison. 
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62  GIOVANNI  PAOLO  PANNINI,  or  PANINI,  1691  or  5-1764. 

ST.  PAUL  AT  ATHENS. 

Canvas.  28 f x 24  in. 

(Acts  of  the  Apostles,  xvii.) 

“Now  while  Paul  waited  for  them  at  Athens,  his  spirit  was  stirred  in  him,  when  he  saw  the 
city  wholly  given  to  idolatry.  Therefore  disputed  he  in  the  synagogue  with  the  Jews,  and  with  the 
devout  persons,  and  in  the  market  daily  with  them  that  met  with  him.” 

Companion  picture  to  No.  59 . This  picture  represents  the  ruined  arch- 
ways of  an  ancient  temple,  supported  on  both  sides  by  a series  of  double 
Corinthian  columns.  In  places  the  domed  roof  of  the  archways  has  broken 
through,  admitting  a view  of  the  sky ; and  weedy  shrubs  are  seen  growing 
on  the  stonework.  In  the  right  foreground  is  a large  fragment  of  orna- 
mented stone  on  which  is  a carved  lion’s  head.  Above  the  columns,  right, 
a tree  and  foliage  are  hanging  over  the  side  of  the  arch.  Large  fragments 
of  ornamental  architecture  and  a slab  of  stone  are  lying  in  the  foreground  ; 
beyond  them,  left,  is  a square  pedestal,  supporting  an  enormous,  highly 
decorated  two-handled  vase  embellished  with  figures  in  relief,  a portion  of  the  lip 
of  which  is  broken,  and  out  of  which  creepers  are  growing.  In  the  left  fore- 
ground stands  part  of  a high  fluted  column,  different  from  those  which  support 
the  arches.  Between  the  columns,  right,  is  seen  a small  circular  temple,  sup- 
ported by  columns,  and  in  the  centre  of  which  is  a large  statue  of  a man  on 
a pedestal.  Beyond  the  archway  in  the  far  distance  is  seen  a bay,  and 
beyond  it  a range  of  mountains.  St.  Paul,  who  wears  a pink  robe  and  green 
mantle,  stands  on  a stone,  centre,  with  his  back  to  the  bay.  He  has  grey 
hair  and  a long  white  beard.  With  his  left  outstretched  hand  he  is  pointing 
to  the  statue  in  the  other  temple.  His  right  hand  is  raised,  with  extended 
fingers,  and  he  is  addressing  a small  audience,  all  of  whom  are  listening 
intently.  They  consist,  among  others,  of  a warrior,  naked  to  the  waist,  sitting 
at  the  foot  of  the  first  column  in  the  right  foreground.  He  leans  on  a staff 
which  he  holds  in  his  right  hand,  and  wears  an  iron  helmet.  In  front  of  him 
stands  a tall  man  enveloped  in  a white  mantle  and  wearing  blue  hose.  He 
has  long  iron-grey  hair  and  a dark  beard.  In  front  of  him  a young  man 
kneels  on  the  fragment  of  a column,  with  a long  staff  in  his  hand.  He  wears 
short  yellow  trousers  and  a breastplate  of  armour,  over  which  is  a grey 
mantle.  On  the  other  side,  on  a stone  at  the  foot  of  the  vase,  is  a young 
soldier  with  helmet  and  breastplate,  white  sleeves,  white  trousers,  and  a light 
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blue  mantle.  In  front  of  him,  and  sitting  on  the  edge  of  the  same  stone,  is  a 
girl  with  short  hair,  in  a blue  robe  and  yellow  cloak.  Above  and  beyond  this 
pair  are  two  more  warriors,  very  similarly  attired  to  the  one  just  mentioned. 
The  sky  is  blue,  with  light  clouds. 

Signed  “ I.P.P.  1737”  on  the  fragment  of  the  column  in  the  foreground, 
right  centre. 

Collection — M.  Le  Rouge,  18 1 8. 

Bought  for  the  first  Duke  of  Wellington  at  the  Le  Rouge  Sale,  Paris,  April  1818  ( lot  41),  by 
M.  Fereol  Bonnemaison. 


194 


AFTER  GAROFALO. 


CHRIST  IN  THE  GARDEN. 


Panel.  33J  X 24*  in. 
(St.  Luke,  xxii.) 


In  the  foreground  Our  Saviour  is  kneeling  on  the  ground  in  the  Garden  of 
Gethsemane,  with  His  body  turned  to  the  left.  His  hair  is  fair,  and  the  ends, 
which  fall  on  His  shoulders,  are  curly.  His  beard  and  moustache  are  the  same 
colour  as  His  hair.  His  face  is  pale  and  upturned,  and  drops  of  blood  are 
seen  trickling  from  his  forehead.  His  hands  are  raised  in  prayer.  He  wears 
a red  robe,  and  a blue  mantle  lined  with  yellow  is  thrown  over  His  right 
shoulder.  A greyish  girdle  encircles  His  waist.  Both  His  feet,  which  are 
naked,  are  seen  beneath  His  mantle.  The  angel,  winged,  in  a lilac  robe,  with 
long,  flowing,  light  hair,  and  bearing  in  both  hands  a gold  cup  and  cross,  is 
seen  in  a gleam  of  light  descending  from  the  clouds,  left.  The  left  foreground, 
in  which  are  a tree  and  several  plants  in  bloom,  including  a strawberry  plant, 
appears  to  be  lit  up,  as  indeed  does  the  whole  of  the  foreground,  by  light 
emanating  from  Our  Saviour  Himself.  There  is  a branch  of  a tree  over  His 
head.  In  the  right  middle  distance,  at  the  extremity  of  a ravine,  is  seen  the 
City  of  Jerusalem,  and  beyond  it  a lofty  mountain  with  the  dawn  breaking 
over  it.  The  sky  is  in  other  respects  cloudy  and  indistinct. 


This  stamp  in  duplicate  is  at  the  back  of  the  panel.  The  letters 
“ R C A ” probably  signify  “ Royal  Commission  of  Arts  (or  Antiquities  ?)  ” and 
the  letters  “ D O G ” stand  for  Dogana  di  Roma  (Roman  Custom  House). 
This  stamp  was  affixed  to  all  objects  of  art  before  they  were  allowed  to  leave 
the  country,  and  the  same  regulation  exists  at  the  present  time. 

Bought  by,  or  presented  to,  the  first  Duke  of  Wellington. 


GALLERY 


1 8 1 


190  MICHEL  ANGIOLO  AMERIGI  (Caravaggio),  1569-1609. 

THE  CONJUROR. 

Canvas.  48f  X 38!  in. 

Across  the  foreground  is  the  top  of  a rough  wooden  table  with  a drawer, 
right,  partially  open : it  has  a string  handle.  On  the  table  are,  left,  a straw- 
cased  flagon,  a roll  of  paper,  and  a red  scroll  lying  across  it ; right,  a fiddle  and 
some  sheets  of  paper ; centre,  a book  and  a paper-lined  box  of  fruit,  lying  on 
which  are  a leather  travelling  bag  and  a circular  mirror  in  wooden  case,  with  cover. 
On  the  far  side  of  the  table  sits  the  young  conjuror,  life-size,  in  a high -backed 
armchair  upholstered  in  red,  and  with  large  brass-headed  nails  up  the  sides. 
His  body  is  turned  towards  the  right,  while  his  head  and  eyes  are  inclined  to 
the  front.  He  wears  a circular  red  hat  with  a fluffy  brim,  to  which  is  fastened 
a large  white  ostrich  feather,  which  rests  on  the  back  of  his  chair.  His  hair 
is  brown,  as  are  also  his  eyes,  and  his  complexion  is  sallow.  His  ears  are 
prominent,  his  eyes  large,  and  his  nose  straight  He  has  no  hair  on  his  face, 
and  between  his  parted  lips  he  holds  a small  white  ball.  His  elbows  rest  on 
the  arms  of  his  chair.  In  his  right  hand,  which  is  raised  to  nearly  the  level 
of  his  mouth,  he  holds  a tambourine.  His  left  hand  is  slightly  raised,  with 
clenched  fist,  and  between  the  thumb  and  forefinger  of  that  hand  he  grasps  a 
coin.  He  is  evidently  in  the  act  of  performing  some  feat  of  legerdemain.  He 
wears  a buff  leather  sleeveless  jacket,  showing  the  slashed  sleeves  of  a grey 
silk  tunic  underneath,  the  cuffs  of  which  are  lined  with  red  and  turned  back, 
allowing  the  white  sleeves  of  his  shirt  to  be  seen.  Through  the  slashes  of  the 
sleeves  of  the  tunic  portions  of  a red  under-garment  are  discernible.  Round 
his  neck  is  a white  linen  ruff,  beneath  which  he  wears  a necklace  of  red  balls. 
Background  dark. 

Bought  by  the  first  Duke  of  Wellington,  1845,  for  los-i  fro™  Messrs.  Henry  Graves  and.  Co., 

who  purchased  the  picture  from  Mr.  Burland,  a dealer  of  Liverpool.  It  was  then  attributed 
to  Velazquez. 
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62  FRANCESCO  MAZZUOLA  (Parmegiano),  1504-1540. 

MARRIAGE  OF  ST.  CATHERINE. 

Canvas.  28^  x 2 1 1 in. 

According  to  legend,  St  Catherine  was  the  daughter  of  Sabinella,  Queen  of  Egypt,  and  Costis, 
her  husband,  both  of  whom  were  pagans.  From  earliest  infancy  she  was  the  wonder  of  all,  for  her 
learning  and  grace  of  mind  and  person.  She  excelled  even  her  teachers.  At  the  death  of  Costis  she 
inherited  his  throne,  but  in  that  position  displayed  the  same  contempt  for  worldly  matters  as  she  had 
before.  Her  people,  however,  besought  her  to  marry  in  order  to  perpetuate  the  dynasty,  at  the  same 
time  telling  her  that  she  was  gifted  above  all  other  women.  To  this  she  replied  that  she  would 
remain  single  unless  she  found  a partner  more  gifted  than  herself.  Near  Alexandria  lived  a hermit. 
To  him  the  Virgin  Mary  appeared,  and  he  was  sent  by  her  to  tell  Queen  Catherine  that  the  husband 
she  sought  was  her  Son,  the  King  of  Glory.  Catherine  desiring  to  see  Him,  the  hermit  gave  her 
a picture  of  the  Virgin  Mary  and  her  Son,  and  the  heart  of  Catherine  was  immediately  filled  with 
love.  She  dreamed  that  night  that  she  journeyed  with  the  old  hermit  to  see  Christ  in  a sanctuary 
on  the  top  of  a mountain.  The  Virgin  led  her  to  our  Lord,  who  refused  her,  saying,  “ She  is  not 
fair  or  beautiful  enough  for  Me.”  On  this,  the  maiden  awoke  in  a passion  of  grief.  The  next 
morning  she  asked  the  hermit  what  she  should  do  to  become  worthy  of  her  Heavenly  Bridegroom. 
He,  seeing  that  she  was  a heathen,  taught  her  the  Christian  faith  and  baptised  her.  That  night 
Catherine  dreamed  that  she  was  again  presented  to  our  Lord,  Who  smiled  upon  her,  and  then 
plighted  His  troth  by  placing  a ring  on  her  finger.  When  Catherine  awoke  she  saw  the  ring,  and 
regarding  herself  as  the  betrothed  of  Christ,  thought  only  of  being  re-united  to  Him  in  heaven.  At 
this  time  the  tyrant  Maximin  came  to  Alexandria,  and  desired  the  Christians  to  worship  heathen 
gods,  and  when  Catherine  refused,  ordered  fifty  philosophers  to  argue  with  her.  These,  however, 
she  convinced,  and  they  became  Christians.  The  tyrant,  after  vain  attempts  to  undermine  the  virtue 
of  Catherine,  ordered  that  she  be  torn  to  pieces  by  spiked  wheels.  When  bound  between  these 

wheels,  fire  from  heaven  descended  in  answer  to  her  prayer  and  broke  them  in  pieces,  and 

Catherine  was  released.  Maximin  ultimately  had  her  beheaded  by  a sword,  and  angels  buried  her 
on  the  summit  of  Mount  Sinai. 

An  interior.  At  the  far  end  of  the  room  is  a door  leading  to  a 
second  apartment,  at  the  end  of  which  is  a window,  and  in  which  are 
a grey-bearded  man  and  a woman.  Above  the  door  is  the  lower  half  of  a 
circular  window.  To  the  left  sits  the  Virgin  Mary  on  a bench,  with  her 
body  turned  to  the  right.  She  wears  a white  bodice  and  a lilac  skirt  and 
sleeves.  Her  hair  and  complexion  are  fair,  and  on  her  head  is  a white 

cloth,  a portion  of  which  falls  down  her  back.  Her  right  arm  hangs  down 

by  the  side  of  her  seat,  and  in  the  right  hand  she  holds  the  extremity  of 

a drapery  thrown  across  her  knees,  beneath  which  a portion  of  her  right  foot, 
which  is  naked,  is  visible.  Her  neck  is  bare,  and  she  is  looking  down  at  the 
Infant  Saviour,  Who  sits  on  her  knee,  nude  with  the  exception  of  a white 
cloth  about  His  loins.  His  body  is  inclined  to  the  right,  and  His  legs  are 
parted,  and  with  His  right  hand  He  is  placing  a ring  on  the  little  finger  of  the 
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right  hand  of  St.  Catherine,  who  kneels  before  Him,  right  foreground.  At  the 
same  time  He  throws  Himself  back,  looking  up  in  His  mother’s  face  as  if  in 
play.  His  hair  is  short  and  dark,  and  complexion  fair.  St,  Catherine  has 
light  hair,  encircled  at  the  back  by  a jewelled  coronet,  and  entwined  with 
several  rows  of  pearls.  Her  forehead  is  high,  her  nose  straight,  and  her 

complexion  fair.  Her  eyes  are  large  and  dark.  Her  body  is  turned  to  the 
left.  She  wears  a low-necked  yellow  bodice  and  a scarlet  skirt.  Her  right 
hand  is  raised  to  receive  the  ring  from  the  Infant  Christ,  at  whom  she  is  gazing, 
and  her  left  hand,  in  which  she  holds  the  palm  figurative  of  her  martyrdom, 

rests  on  a portion  of  the  spiked  wheel  emblematical  of  the  torture  from  which 

she  was  rescued.  Above  St.  Catherine  hangs  a loose  green  drapery.  In  the 
left  foreground  is  the  head  of  a man  with  white  hair,  beard  and  moustache, 
looking  to  the  right.  This  is  probably  meant  either  for  St.  Joseph  or  the  old 
hermit  of  the  legend  (see  above).  Above  his  head  is  a halo. 

“ 450  ” is  painted  at  the  bottom  of  the  picture,  left  centre. 

This  picture  (captured  at  Vitoria)  is  the  painting  by  Parmegiano,  of  the  same  subject, 
with  the  same  number,  and  of  similar  dimensions,  mentioned  in  a MS.  Inventory  of 
1789*  as  then  forming  part  of  the  Royal  Spanish  Collections,  whence  it  has  since  dis- 
appeared. In  the  Inventory  referred  to  the  picture  is  entered  as  then  hanging  in  the 

“ King’s  Dressing  Room  ” in  the  Royal  Palace,  Madrid,  and  is  valued  in  the  same  document 
at  ^40. 

Ponz,  ‘ Viage , etc.]  vi.  122,  alludes  to  this  picture  as  hanging  in  the  corridor  leading 
from  the  Oratory  to  the  King’s  study  in  the  Buen  Retiro,  Madrid. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1789. 

Captured,  at  Vitoria,  1813.  See  Introduction. 

Exhibited — Birmingham  Society  of  Arts,  1831. 


45  JACOBUS  VAN  ARTOIS,  1613 — date  of  death  unknown, 

but  not  before  1684. 

LANDSCAPE,  WITH  FIGURES. 

Canvas.  2 if  X 27^  in. 

There  is  a circular  lake,  right,  on  which  are  two  swans.  The  far  side  of 
the  lake  is  fringed  with  trees,  beyond  which  is  rising  ground,  from  which  are 
seen  the  spire  of  a church,  a valley  with  a town  in  it,  and  mountains  in  the  far 


* In  the  Royal  Palace  Archives,  Madrid. 
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distance.  On  the  near  side  of  the  lake  there  is  a man  fishing,  and  near  him  a 
woman  and  child.  Beyond  these,  centre,  is  a building  by  the  side  of  the  lake, 
under  trees.  In  the  right  foreground  are  a man  and  a dog.  The  left  of  the 
picture  represents  a dense  wood.  Several  birds  are  seen  in  the  air.  The  sky 
is  blue  with  light  clouds. 

Pedro  de  Madrazo,  in  his  ‘ Viage  Artistico,’  mentions  the  fact  of  Isabel  Famese 
(second  wife  of  Philip  V.  of  Spain)  having  purchased  thirteen  pictures  by  Van  Artois 
for  the  Palace  of  Ildefonso.  As  there  are  now  only  twelve  in  the  Royal  Spanish 
Collections,  and  as  the  picture  above  described  was  captured  at  Vitoria,  it  is  probable 
that  it  was  one  of  the  thirteen  mentioned  by  Madrazo. 

Collection — Royal  Spanish,  San  Ildefonso.  Between  1734  and  1760. 

Captured  at  Vitoria , 1813.  See  Introduction. 


69  DIEGO  RODRIGUEZ  DE  SILVA  Y VELAZQUEZ, 

1599-1660. 

THE  WATER-SELLER  OF  SEVILLE. 

Canvas.  41I  X 31^  in. 

The  right  of  the  picture  is  occupied  by  the  water-seller,  who  is  standing 
with  his  body  turned  to  the  left.  His  hair  is  short  and  tinged  with  grey.  His 
complexion  is  sallow,  and  his  face,  which  is  much  wrinkled,  bears  a dignified 
expression.  He  has  a dark  moustache  and  a short  greyish  beard.  He  wears 
a brown  tattered  garment,  through  rents  in  which  the  left  sleeve  of  his  white 
shirt  is  seen.  The  thumb  of  his  left  hand  rests  on  the  handle  of  a large 
earthenware  jar  by  his  side.  In  front  of  him  is  a rough  table,  on  which  stands 
another  jar,  with  a smaller  one  resting  on  its  neck.  He  is  handing  to  a boy  a 
glass  of  water.  The  boy,  who  stands  at  the  far  end  of  the  table,  is  taking  the 
glass  with  his  right  hand.  His  clothes  are  dark,  and  he  has  a white  turned- 
down  linen  collar  round  his  neck.  Between  him  and  the  water-seller  is  seen 
the  full  face  of  another  boy  with  dark  hair,  in  the  act  of  drinking.  The  figures 
are  nearly  life  size.  Background  dark.  For  fuller  description  see  below  (Justi). 

“ 497  ” is  painted  in  white  in  the  right  lower  corner. 

This  picture  (captured  at  Vitoria)  is  the  painting  by  Velazquez,  of  the  same  subject, 
with  the  same  number,  and  of  similar  dimensions,  mentioned  in  MS.  Inventories  of  1772* 


* In  the  Royal  Palace  Archives,  Madrid. 
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and  1789.*  The  picture  in  the  1772  Inventory  is  entered  as  “The  Corsican  of  Seville” 
[see  Justi  below],  and  then  hanging  in  the  “Passage  to  the  Royal  Pew”  in  the  Royal 
Palace,  Madrid,  and  as  coming  from  the  Ensenada;  and  in  that  of  1789  as  being  in  the 
“ King’s  Dining  Room  ” in  the  same  palace,  and  valued  at  jfbo. 

This  picture  is  also  entered  as  follows  in  an  earlier  Inventory  (1700)  of  the  pictures 
in  the  Buen  Retiro : — “ One  vara  high  and  three-quarters  of  a vara  wide.  The  portrait 
of  a Water-seller,  by  Velazquez,  the  said  Water-seller  being  known  by  the  name  of  the 
Corsican  of  Seville  ....  valued  at  10  doubloons”  [about  ^10]. 

Palomino,  'El  Museo,  etc .,’  iii.  322  Among  his  [Velazquez’s]  most  esteemed  works 

we  should  not  omit  to  mention  the  picture  called  The  Aguador It  is  still 

[ 1 7 1 5]  preserved  in  the  Palace  of  Buen  Retiro.” 

Palomino,  ‘ El  Museo,  etc.’  iii.  479. 

D' Argenville,  ‘Abrege,  etc.'  ii.  241. 

Caimo,  ‘ Lettere , etc.'  (1768),  152,  referring  to  the  Buen  Retiro  in  1755,  mentions 
several  pictures  by  Velazquez  on  the  walls  of  the  Sala  delle  Serenate  [ball-room],  and 
says : — “ ....  above  all  is  the  celebrated  ‘ Old  man  serving  a boy  with  water,’  the 
colouring  and  drawing  of  which  are  exquisite.” 

Cumberland,  ‘ Anecdotes , etc.',  ii.  6 : — “ One  of  his  first  productions  is  to  be  seen  in 
the  Palace  of  Buen  Retiro,  and  represents  an  old  Aguador  in  a tattered  garment,  which 
through  its  rents  discovers  naked  parts  of  his  body,  giving  water  to  drink  to  a boy  ; a 
piece  of  wonderful  nature  and  expression  with  a degree  of  science  and  precision  in 
muscular  anatomy  which  is  uncommon.” 

Cumberland,  '■Catalogue,  etc.'  (1787),  39,  under  the  heading  “ King’s  Dressing  Room,” 
[Royal  Palace,  Madrid]  : — ■“  The  famous  Aguador  or  Water-Bearer  of  Seville.  One  of 
his  earliest  productions.” 

Ponz,  ‘ Viage , etc.,'  vi.  31. 

Ponz,  'Viage,  etc.',  vi.  198  (Mengs’s  letter  to  Ponz) : — “His  painting  of  the  Aguador  de 
Sevilla  exhibits  how  closely  he  adhered  to  Nature,  elaborating  every  detail  and  endowing 
it  with  such  force  as  he  saw  in  the  object  delineated,  with  due  allowance  for  the  difference 
of  light  and  shade.  The  fidelity  of  his  imitation  indeed  made  him  a little  hard  and  dry.” 

Mengs's  Works  ( London  1796),  ii.  83. 

Cean  Bermudez,  ‘ Diccionario , etc  A v.  158  and  178. 

‘ National  Gallery  of  Pictures  by  the  Great  Masters,  etc.,'  107. 

O'Neill,  ‘ Dictionary  of  Spanish  Painters,  etc.,'  ii.  235,  after  referring  to  the  “scientific 
precision  in  muscular  anatomy”  displayed  in  the  pictures  of  Velazquez,  says: — “Of  this 
class  are  his  half-naked  street  hawkers  ....  and  the  old  aguador  in  the  Buen 
Retiro.  The  last  picture  has  been  so  frequently  mentioned  by  different  authors,  that  it 
would  be  scarcely  necessary  to  make  a further  reference  here  than  to  one  particular 
merit ; it  pertains  to  the  visages  of  the  water-carrier  and  drinking  boy  the  first  of  which 
cast  with  the  patience  acquired  by  the  occupation  of  serving  the  calls  of  others,  is  in 
admirable  contrast  with  the  eagerness  betrayed  by  the  thirsty  applicant  to  the  water 
vessel — a notable  proof  that  Velazquez  needed  not  to  travel  in  search  of  expedients  to 
aid  him  in  truly  delineating  the  force  and  variety  of  human  expression,  since  all  those 
adopted  in  his  own  province  secured  him  the  power  in  perfection.” 


* In  the  Royal  Archives,  Madrid. 
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Passavant,  '■Tour,  etc.,'  i.  170: — “One  of  his  early  productions.  The  drawing  is  very 
correct,  so  much  so,  as  to  approach  to  hardness;  but  with  such  truth  of  nature,  that  it 
looks  like  the  life  itself.  The  subject  is  a ragged  water-carrier,  giving  a boy  a draught 
of  water.  An  excellent  engraving  of  it  exists.” 

VVaagen,  ‘‘Arts  and  Artists,  ii.  298: — “The  water-seller  (Aguador),  a celebrated  work 
of  the  early  period  of  this  master.  Truth  of  conception  is  already  attained  in  a high 
degree  both  in  the  old  man  and  in  a lad  to  whom  he  gives  a draught  of  water,  but  the 
colouring,  on  the  other  hand  is  still  heavy  and  dark,  in  the  shadows,  black.  We  see 
from  this  picture  how  much  Velazquez  served  Murillo  as  a model  in  such  subjects.” 

Hazlitt , ‘ Criticisms  on  Art,’  Appendix  IvL 

Stirling,  ‘ Anna/s , etc.,’  ii.  580: — “It  is  a composition  of  three  figures,  a sunburnt 
way-worn  seller  of  water,  dressed  in  a tattered  brown  jerkin,  with  his  huge  earthen  jars, 
and  two  lads,  one  of  whom  receives  a sparkling  glass  of  the  pure  element,  w'hilst  his 
companion  quenches  his  thirst  from  a pipkin.  Cumberland,  ....  with  his  usual 
inaccuracy  describes  the  aguador's  tattered  garment  as  ‘discovering  through  its  rents 
naked  parts  of  his  body,’  and  praises  ‘ the  precision  in  muscular  anatomy  ’ which  it 
displays.  The  rents,  now  at  least,  discover  something  less  usual  with  Spanish  water- 
carriers,  some  clean  linen.  The  execution  of  the  heads  and  all  the  details  is  perfect ; 
and  the  ragged  trader,  dispensing  a few  maravedis’  worth  of  his  simple  stock,  maintains, 
during  the  transaction,  a grave  dignity  of  deportment  highly  Spanish  and  characteristic, 
and  worthy  of  an  Emperor  pledging  a great  vassal  in  Tokay.  This  excellent  work  was 
finally  engraved  at  Madrid,  before  the  war,  by  Bias  Ametler,  under  the  direction  of 
Carmona.” 

‘ Quarterly ,’  xcii.  462. 

‘ Quarterly ,’  cxxxiii.  458. 

‘ Athenceum'  January  8,  1853. 

Kugler  (Head),  ‘ Handbook , etc.,’  ii.  141: — “In  truth  Velasquez  was  essentially  a 
naturalist;  he  acquired  facility  by  painting  fruit,  fish,  and  inanimate  objects;  such  pictures 
in  short,  as  the  Spaniards  call,  ‘ Bodegones.’  The  style  of  Caravaggio  and  Ribera  was 
that  which  he  first  imitated.  Two  of  his  pictures  of  this  period  may  yet  be  seen  : one  is 
The  Adoration  of  the  Shepherds,  which  was  formerly  in  the  possession  of  the  Conde  de 
Aguila  at  Seville,  and  has  been  purchased  for  the  Spanish  Museum  in  the  Louvre;  the 
other  is  the  water-carrier  called  ‘ El  Aguador  de  Sevilla,’  originally  in  the  Palace  at 

Madrid,  and  now  at  Apsley  House a magnificent  specimen  of  breadth  and 

force  of  truth,  in  which  we  see  distinctly  the  genius  of  Velasquez This 

picture  is  especially  mentioned  by  Palomino,  iii.  479;  Cean  Bermudez,  v.  158,  178; 
it  was  etched  by  Goya;  compare  Meng’s  (sic)  works,  London,  1796,  ii.  83.  It  has 
been  exhibited  this  year  (1S47)  at  the  British  Institution.” 

Cunningham,  ‘ Handbook , etc.,’  i.  28. 

IVaagen,  ‘ Treasures ,’  ii.  276. 

‘Art  Journal'  (1S52),  364: — “In  England  there  is,  perhaps,  as  a whole,  no  finer 
work  than  his  [Velazquez’s]  ‘Water  Carrier  of  Seville’  at  Apsley  House,  which  was 
presented  to  the  late  Duke  of  Wellington  by  Ferdinand  VII.” 

Stirling,  ‘ Velazquez ,’  35  : — “ The  next  step  of  Velazquez,  in  his  progress  of  self- 
instruction,  was  the  study  of  subjects  of  low  life,  found  in  such  rich  and  picturesque 
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variety  in  the  streets  and  on  the  waysides  of  Andalusia,  to  which  he  brought  a fine  sense 
of  humour  and  discrimination  of  character.  To  this  epoch  is  referred  his  celebrated 
picture  of  the  ‘ Water-Carrier  of  Seville.’  ” 

Wornum,  ‘ Catalogue  of  National  Gallery  Pictures'  (1865),  271  : — “Velazquez,  though 
eminent  in  history,  portrait,  and  landscape,  belonged,  like  most  of  the  painters  of  Spain, 
to  the  ‘ naturalist  ’ school : the  Aguador,  or  Water-Carrier,  at  Apsley  House,  is  a 
celebrated  picture  of  his  early  manner.” 

Burger , 'Histoire  des  Peintres , Ecole  Espagnole,  Velazquez ,'  4. 

‘ Gazette  des  Bcaux-Arts'  (. Deuxibne  Periodc ),  xix.  427,  after  drawing  attention  to  the 
minuteness  of  detail  in  the  earlier  pictures  by  Velazquez,  says : — “ Cette  periode  d’etudes 
prdliminaires,  entreprises  dans  l’isolement  et  exclusivement  poursuivies  dans  le  sens  de 
l’observation  directe,  etroite  et  presque  impersonnelle  de  la  realitd,  dura  environ  cinq 
anndes.  Elle  est  marquee,  h sa  fin,  par  quelques  compositions  importantes,  peintes 
entre  1618  et  1623,  comme  le  ‘Vendeur  d’eau  de  Seville,’  ‘el  Aguador  de  Sevilla,’  que 
Ferdinand  VII.  donna  h Wellington.” 

‘ Gazette  des  Beaux-Arts'  ( Deuxibne  Periodc ),  xx.  229,  421. 

Stowe,  ‘ Velazquez]  39,  referring  to  this  picture,  says  that  it  was  “attributed  to  the 

time  when  he  was  yet  a learner  in  Pacheco’s  studio As  a painting  it  is  noticeable 

as  showing  nothing  of  the  silvery  brilliancy  which  marks  his  later  touch.” 

Stowe,  ‘ Velazquez ,’  99. 

Curtis,  '■Velazquez  and  Murillo,'  37,  No.  86: — “This  is  the  earliest  picture  by 
Velazquez  of  which  we  have  any  authentic  record.  It  was  painted  about  1620  in  Seville 

before  the  artist  went  to  Madrid In  the  inventory  of  Buen  Retiro  of  1700,  it 

is  called  El  Corzo,  Aguador  de  Sevilla.” 

Washburn,  1 The  Spanish  Masters ,’  113. 

‘ Athenceum ,’  February  6,  1886,  reporting  on  the  Exhibition  of  Ancient  Masters  at  the 
Royal  Academy: — “ ....  It  is  the  earliest  picture  of  Velazquez  of  which  we  have 
any  authentic  record.” 

‘ Times ] January  7,  1886,  reporting  on  the  Winter  Exhibition  at  the  Royal 
Academy: — “Before  leaving  this  wall,  we  should  mention  the  two  pictures  by  Velazquez 
which  adorn  it,  one  the  celebrated  ‘Water-Seller,’  belonging  to  the  Duke  of  Wellington  (119), 

and  the  other The  former  is  one  of  the  best  extant  examples  of  the  earlier 

work  of  the  painter,  strong  and  highly  finished.” 

‘ Times]  January  7,  1888,  reporting  on  the  Winter  Exhibition  at  the  Royal 
Academy: — “Velazquez  is  here  almost  at  his  best.  . . . Two  of  the  pictures  by 
Velazquez  are  comparatively  well  known,  the  Duke  of  Wellington’s  early  work,  ‘ Figures 
and  Still  Life’  (125),  which  may  be  compared  with  the  still  more  excellent  ‘Water- 
Seller,’  which  he  exhibited  last  year.” 

Champlin,  ‘ Cyclopcedia,  etc.]  iv.  331-332  and  410. 

Bryan,  ‘ Dictionary , etc]  (1889),  ii.  649. 

Justi,  ‘ Velazquez]  69 : — “ The  chief  work  of  this  class  [Bodegones],  the  one  that 
first  became  famous  and  included  in  his  masterpieces,  was  The  Water-Carrier  of  Seville. 
This  work  he  took  with  him  to  the  Court,  and  when  the  Palace  of  Buen  Retiro 
was  being  fitted  up,  it  was  selected  to  adorn  one  of  the  apartments.  Later  it  passed  to 
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the  new  Bourbon  Palace  where  it  was  seen  in  1755  the  ‘Serenade  Hall’  by  the 
Italian  Caimo,  together  with  many  other  works  of  the  master.  But  at  that  time  this  was 
the  most  esteemed,  and  its  artistic  and  biographic  importance  is  also  dwelt  on  by  Mengs( 
who  remarks  that  here  may  be  seen  ‘ how  Velazquez  at  first  submitted  to  the  imitation 
of  Nature,  finishing  all  the  parts  and  giving  them  that  vigour  that  he  seemed  to  observe 
in  Nature  itself,  studying  the  essential  difference  between  the  lights  and  shades.’  This 
judgment  of  the  ‘greatest  painter  of  the  century  ’ increased  the  reputation  of  the  work, 

which  was  then  engraved  by  Bias  Ameltler The  chief  figure,  a ‘ Corsican,’  was 

certainly  well  known  in  Seville,  and  the  young  artist,  who  soon  discovered  his  value  as  a 
model,  may  have  induced  him  to  act  as  such  ‘ for  a consideration.’  After  the  malarious 
Laguna  had  in  1574  been  transformed  to  the  Alameda  of  Hercules  by  Don  Francisco 
Zapata,  it  became  the  resort  of  the  nocturnal  promenaders  in  coach  and  on  foot,  and  on 
feast-days  was  enlivened  with  minstrelsy.  The  watering  of  the  dusty  ground  in  summer 
was  entrusted  to  the  guild  of  aguadores  under  the  control  of  a special  alguazil  (constable). 
They  were  mostly  Frenchmen  attracted  by  the  colonial  trade  to  Seville,  and  amongst  them 
was  our  Corsican.  In  return  for  their  services  they  enjoyed  the  privilege  of  supplying 
the  houses  throughout  the  year  with  the  excellent  water  brought  in  pipes  from  the 
‘ Archbishop’s  Well,’  and  conveyed  round  in  large  stone  jars  on  pack-asses.  The 
impression  produced  by  the  picture  is  heightened  by  the  somewhat  patriarchal  Oriental 
association  of  the  precious  spring  water  in  the  thirsty  land  of  Andalusia  with  its  sultry 
African  summers.” 

Justi,  ‘ Velazquez ,’  71: — “Our  Corsican,  some  fifty  years  of  age,  stands  before  a 
low  table,  his  left  hand  resting  on  a large  earthen  jar  with  stopper  attached  to  a string. 
With  his  right  he  holds  by  its  foot  the  elegant  chalice- shaped  tumbler  of  clear  water, 
which  a handsome  lad  of  fair  complexion  stooping  sideways  over  the  table  takes  by 
the  stem,  altogether  a charming  motive.  Between  both  is  seen  in  the  shade  a drinker 
of  like  age  but  black-haired,  his  face  half  buried  in  an  earthen  mug.  Our  water- 
vendor  is  a stout,  soldierly  figure  with  full  chest  and  erect  carriage,  to  which  full  effect 
is  given  by  the  side  view.  His  coarse  brown  doublet  hangs  without  folds  in  almost  conic 
shape,  the  wide  sleeve  pulled  back  and  displaying  the  clean  shirt-sleeve  beneath.  Despite 
the  accumulated  fat  on  cheek  and  neck,  the  leather-coloured  face  is  somewhat  hard 
and  rigid,  with  high  brow  marked  by  prominent  bumps,  small  deep-set,  narrow-slit  eye, 
almost  straight  broad-ridged  pointed  nose,  contracted  mouth,  and  wedge-shaped  beard. 
Such  is  the  profile.  The  stiff  bronze  profile,  sharply  lit  up  by  the  light  falling  from 
the  left,  presents  a striking  contrast  to  the  buoyant  figure,  noble  but  still  soft  features 
of  the  handsome  youth  with  their  accidental  and  reflex  lights  and  the  charm  of  the 
foreshortened  sideward  bend.  This  first  thoroughly  original  work  is  still  executed 
altogether  according  to  the  system  of  presenting  the  figures  in  the  light  from  a dark 
background.  There  is  no  scenery,  and  the  whole  gives  the  effect  of  a Taiebroso , 
although  the  shades  and  gloomy  parts  have  become  somewhat  deadened  owing  to  the 
practice  of  priming  with  ochre  still  prevalent  during  this  first  period.  All  is  toned  down 
by  a thick  varnish.  In  the  light  the  treatment  is  pure  and  very  solid,  and  the  touches 
of  the  full  brush  in  the  Corsican's  face  plastic  as  with  Spagnoletto.  This  weather-beaten 
brown  face  is  of  a le»thery  tone  without  any  variety  of  colour.  Our  artist’s  broad  sure 
handling  with  fewest  possible  modelling  touches  is  here  already  fully  developed.  Although 
the  details  are  so  scanty  and  rendered  little  attractive  through  the  lack  of  colour  and 
worthlessness  of  the  material,  the  picture  nevertheless  pleases  by  its  absolute  truth  of 
form,  texture  and  tone.  This  is  seen,  for  instance,  in  the  tattered  doublet,  or  smock, 
looking  as  if  it  had  stood  his  friend  in  fair  weather  and  foul  half  his  life  long  ; in  the 
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wooden  table,  the  yellow  jar  with  its  circular  lines  as  it  left  the  potter’s  wheel,  and  the 
soft  grooves  probably  for  fastening  some  ring;  lastly  the  sparkling  crystal  glass.  Nothing 
is  pictorially  superfluous.  Thus  the  vast  rotundity  of  the  jar  serves  to  throw  off  the  figures, 
the  tumbler  and  shirt-sleeve  to  collect  and  reflect  the  light  before  the  dark  surface.” 

Waite r Armstrong , '‘Life  of  Velazquez'  {'The  Portfolio , etc.'  No.  28,  July,  1896,  12) : — 
“Such  earnestness  bore  fruit  in  the  mastery  that  distinguishes  the  ‘Water-Carrier’  at  Apsley 
House 

“ The  most  famous  work  of  this  class  [bodegones]  by  Velazquez  is  the  Water-Carrier 
above-mentioned.  The  Master  took  it  with  him  when  he  first  went  to  Madrid,  and,  on 
the  completion  of  the  new  palace  of  Buen  Retiro,  it  was  chosen  to  hang  in  one  of  the 
rooms.  It  passed  thence  to  the  new  Bourbon  Palace,  and,  together  with  ‘ Christ’s 
Agony  in  the  Garden,’  was  carried  off  by  Joseph  Bonaparte  in  his  flight  to  Vittoria. 

Ibid.,  No.  29,  Oct.  1896,  18. — “The  earliest  works  we  know  are  the  fairly  numerous 
‘bodegones’  and  kindred  pictures,  of  which  by  far  the  finest  is  the  Duke  of  Wellington’s 
‘Aguador’  ....  typical  work  of  his  [Velazquez’s]  youth.” 

Ibid.,  26. — “ ....  The  Aguador,  superior  as  it  is  to  the  rest  of  its  class,  has 
the  effect  rather  of  a study  painted  ploddingly  by  a South  Kensington  student,  than  of 
a picture  born  of  a pictorial  idea.” 

De  Beruete , 'Velazquez]  16: — “ Mais  de  tous  les  tableaux  de  ce  genre  [bodegon] 
executes  par  Velazquez  pendant  sa  jeunesse  les  plus  importants  sont  la  ‘ Vieille  femme 
faisant  frire  des  oeufs’  et  le  ‘Vendeur  d’eau  de  Seville.’  Tous  deux  sont  en  Angleterre, 

. . . . le  second  k Apsley  House Les  figures  que  renferment  ces  tableaux  sont 

de  grandeur  naturelle  et  k mi-corps  ; la  lumiere  qui  les  baigne  est  oblique,  venant  de 
gauche,  et  tombant  d’assez  haut,  ce  qui  permet  d’affirmer  que  ces  tciles  ....  furent 
peintes  dans  un  atelier  recevant  le  jour  d’une  fenetre  pratiqude  dans  un  mur  epais,  k 
une  hauteur  assez  considerable.  C’est  l’unique  explication  du  vigoureux  clair-obscur 

dans  lequel  les  figures  et  les  accessoires  sont  plonges  et  dont  l’intensite  a fait  croire 
h.  quelques-uns  h.  un  eclairage  produit  par  Taction  directe  du  soleil. 

“ Le  ‘Vendeur  d’eau  de  Seville’  est  encore  supe'rieur  it  la  toile  que  nous  venons  de 
decrire  [‘La  vieille  femme  faisant  frire  des  oeufs’],  et  c’est  sans  doute  le  tableau  qui 
valut  au  maitre  le  plus  de  celebrite  dans  sa  ville  natale  avant  qu’il  la  quittat  k vingt- 

quatre  ans Cette  superiority  s’impose  aux  yeux  lorsqu’on  contemple  la  sobridte 

de  l’ordonnance,  le  groupement  plus  artistique  des  figures  et  l’extreme  simplicity  des 
elements  de  Toeuvre 

“C’est  sur  un  fond  trhs  sombre  que  se  detachent  les  trois  personnages 

Les  tetes  des  trois  principaux  personnages  pourraient  fort  bien  passer  pour  des  portraits, 
tant  est  grande  l’intensity  d’expression  et  de  caractere ; les  accessoires  sont  peints  avec 
un  relief  et  une  verve  extraordinaires,  et  la  plus  majestueuse  simplicity  rbgne  dans  les 
draperies,  notamment  dans  le  manteau  du  vendeur  d’eau,  et  dans  la  manche  blanche, 
qui  est  la  note  la  plus  claire  du  tableau.  Ces  deux  toiles  sont  peintes  selon  la 
maniere  sbche  et  dure  qui  fut  propre  k Velazquez  pendant  cette  periode,  avec  une  pate 
assex  abondante  dans  les  parties  claires,  et  meme  avec  les  ombres  qui,  en  general,  n’en 
semblent  que  moins  transparentes.  Dans  le  colons  dominent  les  tons  chauds,  efifet  du 
en  partie  au  hale  prononce  des  tetes  et  des  mains. 

“ Ces  deux  toiles  peuvent  etre  considerees  comme  les  premieres  de  ce  genre  executees 
par  Velazquez  dans  sa  jeunesse,  et  Tune  et  Tautre,  spydalement  le  ‘Vendeur  d’eau,’ 
auraient  revele  k tout  observateur  sagace  ce  qu’il  y avait  k attendre  d’un  artiste  qui 
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d^butait  si  magistralement ; aussi  s’explique-t-on  qu’il  soit  possible  de  suivre  les  vicissi- 
tudes de  ce  dernier  tableau  depuis  son  execution  jusqu’k  nos  jours." 

De  Beruete , ‘ Velazquez ,’  205,  states  that  this  picture  was  painted  between  1617 
and  1623. 

Mesonero  Romanos , ‘ Velazquez ,’  193. 

Collections — Royal  Spanish,  Buen  Retiro,  Madrid,  1700. 

,,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria , 1813.  See  Introduction. 

Exhibited — British  Institution,  1828,  1847. 

Royal  Manchester  Institution,  1834. 

Royal  Academy  (Old  Masters),  1886. 

New  Gallery,  1896. 

Engraved  by  Bias  Amettler.  Line.  Madrid.  1792-4. 

,,  E.  Lingee.  Outline.  1800. 
for  ‘Art  Journal’  (Woodcut).  1852. 

,,  ‘ Histoire  des  Peintres’  (Charles  Blanc).  1850-5. 

„ ‘History  of  Painters’  (trans.  of  above).  Wood.  1853. 

„ ‘Murillo’  (Scott).  1873. 

„ ‘Great  Painters’  (Robinson). 

,,  ‘ Illust.  Plist.  of  Painters’  (Viardot).  1877. 

,,  ‘Die  Klassiker  der  Malerei’  (Wurzbach).  1878. 

,,  ‘Gazette  des  Beaux-Arts,’  (Mouard)  1879. 

by  Bart.  Vazquez,  1793,  from  a design  from  Manuel  de  la  Cruz  in  ‘ Cuadros  en 
el  Real  Palacio  y en  el  Museo  de  Madrid,’  Madrid,  1787. 

Etched  by  Goya. 


96  JAN  BRUEGHEL,  1568-1625,  and  JOHANN 

ROTTENHAMMER,  1564-1623. 

DIANA  RETURNED  FROM  THE  CHASE. 

Copper.  18 J X 26|  in. 

Diana  was  the  daughter  of  Jupiter  and  Latona.  She  was  patroness  of  hunting.  She  is  generally 
represented  as  tall,  with  dishevelled  hair,  a bow  in  her  hand,  and  a quiver  at  her  back,  a deerskin 
fastened  on  her  breast,  and  wearing  a purple  robe  tucked  up  to  her  knees,  attended  by  nymphs 
with  nets  and  hounds.  The  adventures  of  this  goddess  make  a considerable  figure  in  poetical  story, 
and  serve  to  show  that  her  virtue  was  inviolable.  Many  sanctuaries  were  dedicated  to  her  worship. 

A wooded  landscape.  In  the  centre  middle  distance  on  rising  ground  is 
a clump  of  trees,  between  the  trunks  of  which,  in  the  far  distance,  are  seen 
woods  extending  to  the  horizon.  To  the  right  is  a large  single  tree  standing 
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by  itself,  with  a wood  behind.  Beyond  the  central  clump,  left,  in  the  far 
distance  are  seen  some  buildings  in  a valley,  with  mountains  beyond.  In  the 
left  centre  foreground  stands  Diana,  with  her  body  turned  to  the  right  and  her 
right  leg  somewhat  advanced.  She  is  nude  nearly  to  the  waist,  and  a red  drapery 
covers  the  lower  part  of  her  body  as  far  as  the  calves  of  her  legs,  which,  as 
well  as  her  feet,  are  bare.  A portion  of  the  drapery  is  thrown  over  her  left 
arm.  Her  hair  is  fair  and  plaited  at  the  back.  Her  complexion  and  the 
skin  of  her  body  are  also  fair.  She  is  looking  down  at  two  dogs  in  front  of 
her,  to  the  collar  of  one  of  which,  a greyhound,  she  is  attaching  a chain. 
Against  her  left  shoulder  rests  a long  spear,  and  at  her  right  side  hangs  an 
ornamented  quiver  full  of  arrows.  Behind  her,  left  foreground,  is  a mule, 
over  the  back  of  which  some  dead  deer  are  thrown.  The  mule’s  bridle  is 
ornamented  with  brass  plates  and  lilac  tassels.  On  the  far  side  of  the  mule 
is  a fair-haired  girl  in  a yellow  robe,  and  a white  scarf  streaming  in  the  air. 
She  is  blowing  a hunting  horn,  which  she  holds  in  her  right  hand.  Behind 
the  mule  is  a second  fair-haired  girl,  dressed  in  a blue  low-cut  robe,  and 
with  a stick  over  her  shoulder.  Behind  her  is  a tree,  on  a dead  branch  of 
which  sits  a brightly  plumaged  bird.  Behind  Diana  are  two  light-coloured 
spaniels  and  a darker  dog.  In  the  right  foreground  are  some  trophies  of  the 
chase,  namely,  a large  wild  boar,  a deer,  a young  boar,  a cock  pheasant  and 
a heron.  Close  to  them  is  a scarlet  quiver  full  of  arrows.  A small  black  and 
tan  dog,  with  eyes  red  with  excitement,  is  in  front  of  Diana  and  staring  at  the 
body  of  the  larger  boar.  The  sky  is  blue  and  cloudy. 

Captured  at  Vitoria,  1813.  See  Introduction. 


196  DIEGO  RODRIGUEZ  DE  SILVA  Y VELAZQUEZ,  1599-1660, 
or  JUAN  BAUTISTA  DEL  MAZO  MARTINEZ,  about  1610-1687. 

VIEW  OF  PAMPLONA  (PAMPELUNA),  CAPITAL  OF  NAVARRE. 

Canvas.  2 1|  x 35  in. 

Pamplojia,  the  capital  of  Navarra,  in  Spain.  It  is  supposed  to  have  been  built  by  Pompey,  and 
to  have  been  called  Pompeiopolis.  It  stands  partly  on  an  eminence  and  partly  in  a plain,  and  is 
surrounded  by  mountains  at  a distance  of  from  six  to  eight  miles.  It  has  always  been  looked  upon  as 
one  of  the  principal  fortresses  in  the  north  of  Spain. 

This  picture  represents  a valley  with  hills  sloping  down  to  it  on  either  side, 
and  at  the  extreme  end  of  which  a distant  range  of  mountains  is  visible.  In 
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the  centre  middle  distance  is  a fortified  town  surrounded  by  a moat.  Within 
its  walls  are  buildings,  gardens,  trees,  etc.  On  the  side  nearest  the  spectator 
the  fortress  is  approached  by  means  of  a drawbridge  across  the  moat.  Over 
the  gateway  flies  a crimson  flag.  Two  vehicles,  each  drawn  by  four  horses,  are 
proceeding  from  the  right  along  the  road  leading  to  the  drawbridge.  The 

road  near  them  is  lined  with  spectators  in  holiday  attire.  In  the  fore- 
ground are  several  groups  of  men,  women  and  children,  some  standing  and 
some  sitting  on  the  ground.  Among  them,  left,  is  a man  on  horseback  ; beyond 
him,  left,  are  a number  of  persons  standing  in  a circle  and  holding  a white 
cloth,  evidently  engaged  in  some  game.  Various  figures  are  seen  on  the  banks 
of  the  moat,  and  to  the  right  is  what  appears  to  be  a garden  enclosed  by  a 
wall.  In  the  centre,  and  at  the  top  of  the  picture,  two  flying  cupids  are 

supporting  an  escutcheon  surrounded  by  a wreath  of  flowers,  and  on  which  are 
the  arms  of  Navarre.  The  sky  is  blue,  cloudy  and  indistinct. 

It  has  been  thought  that  this  picture  was  one  of  two  views  of  Saragossa  and 
Pampeluna,  painted  by  Mazo  Martinez  for  Philip  IV.  in  1640,  and  this  opinion  gained 
confirmation  from  the  fact  that  the  one  representing  Pampeluna  has  apparently  dis- 
appeared from  the  Royal  Palace  at  Madrid.  If,  however,  Carl  Justi  is  right  (see  below) 
as  to  the  size  of  the  picture  of  Pampeluna  by  Martinez,  this  theory  must  be  wrong. 

In  a view  of  Pampeluna  in  the  British  Museum,  the  position  of  the  town  is  suffi- 
ciently like  that  represented  in  this  picture  as  to  make  its  identification  certain. 

Stirling,  ‘ Annals , etc.,'  iii.  1409: — “Mention  is  made  of  this  picture  in  the  catalogue 
of  works  by  Velazquez.” 

‘ Quarterly ,’  xcii.  463  : — “A  procession  into  a fortification,  in  which  the  figures  sparkle 
like  gems.  The  locality  is  in  Navarre,  as  above  are  painted  those  chains  that  encircled 
the  tent  of  the  Moorish  general,  and  were  broken  in  1212  by  Sancho  III.  at  Navas  de 
Tolosa,  when  and  where  the  first  real  blow  was  dealt  to  the  Mahommedan  intruders.” 

Burger,  ‘IJistoire  des  Pcintrcs,  Ecole  Espagnole,  Velazquez ,’  4. 

Stowe,  ‘ Velazquez ,’  99. 

Curtis,  ‘ VelazquiZ  and  Murillo 28.  No.  61. 

Champlin,  1 Cyclopccdia,  &•€.,’  iv.  332. 

Justi,  * Velazquez ,’  331: — “A  hitherto  enigmatical  painting,  ....  is  now  in 
Apsley  House.  Here  also  we  have  a prospect,  but  one  of  a stronghold  surrounded  by 
lofty  mountains ; a royal  procession  in  the  mid-distance  moving  towards  the  gateway, 
and  in  front  a festive  company  diversified  with  figures  in  provincial  costume.  Although 
Thore  calls  it  a masterpiece,  it  is  not  by  the  hand  of  the  Master,  but  apparently  a pro- 
duction of  his  school.  It  is  painted  on  coarse  canvas,  and  despite  the  crude  applica- 
tion of  the  pigments  the  varied  details  of  figures  and  landscape  are  characteristically 
determined  and  can  be  recognised.  Now  we  learn  from  the  inventor}'  of  1686,  that 
in  the  time  of  Charles  II.  a picture  hung  in  the  passage  over  the  treasury,  represent- 
ing the  ‘ fortress  of  Pamplona  with  landscape  and  many  inhabitants  of  that  district 
looking  at  the  entry  of  Philip  IV.,  with  the  arms  of  Navarra.’  It  was  valued  at  400 
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doubloons,  100  more  than  the  view  of  Saragossa,  and  it  was  again  seen  by  Cean 
Bermudez  in  the  Cuarto  del  Rey  of  the  new  palace.  It  may  possibly  be  still  some- 
where stowed  away  amongst  the  lumber  of  the  Prado  Gallery  inaccessible  to  ordinary 
mortals.  Anyhow  this  picture  was  four  ells  wide  and  nearly  as  high,  consequently  it  cannot 
be  the  work  in  Apsley  House.  In  the  latter,  also,  instead  of  the  Navarrese  arms,  we 
see  above,  within  a heavy  wreath  of  flowers  and  fruits,  a shield  with  wheel,  supported 
by  two  cherubs.  Hence  this  can  only  be  either  a first  sketch  or  a reduced  replica. 
The  work  had  its  origin  in  the  King’s  visit  to  Pamplona  in  the  spring  of  1646  to  hold 
the  Cortes  of  Navarra,  at  which  homage  was  to  be  paid  to  the  crown  prince  after  con- 
firmation of  the  statutes  of  the  kingdom,  and  requisition  made  for  a contribution  of 
three  hundred  men  and  money.  As  the  requisition  had  been  refused  by  the  stubborn 
Navarrese  ‘ Home  Rulers,’  Philip,  as  related  by  the  Venetian  envoy,  had  returned  in 
anger  to  Saragossa  the  day  after  the  act  of  homage.  Then  this  picture  was  painted  as 
a memento  of  one  of  the  last  incidents  in  the  life  of  Don  Balthasar. 

“We  learn  further  from  a document  in  the  palace  archives  (Museum  Catalogue,  443) 
that  Don  Francisco  Borgia  had  recommended  for  the  purpose  the  painter  Mazo  who 
was  to  receive  200  crowns  travelling  expenses  in  order  to  proceed  to  Pamplona  1 and 
paint  the  view  of  that  city  and  citadel.’  On  the  picture  itself,  however,  we  see  the 
citadel  alone,  which  stood  in  the  south-east  over  against  the  St.  Nicolas  gate,  on  the 
spot  where  the  Basilica  of  St.  Ignatius  Loyola  was  consecrated  in  the  year  1694.  For 
it  was  here  that  the  Guipuzcoan  hidalgo,  Don  Inigo  Lopez  de  Recalde,  had  received 
the  memorable  wound,  on  recovering  from  which  he  exchanged  the  sword  for  the  cowl, 
and  became  the  founder  of  the  order  of  the  Jesuits.  Here  is  unfolded  the  view  of  a 
broad  river  valley  some  seven  miles  in  circumference,  with  a triple  coronet  of  lofty  hills, 
which  are  wooded  on  the  right,  and  on  the  left  fall  abruptly  with  rugged  ravine  slopes. 
Beyond  the  saddle-back  miles  away  there  still  towers  a blue  mountain  range.  Within  the 
stout  ramparts  and  flooded  moats  of  the  stronghold  the  ground  is  laid  out  with  garden 
plots  and  some  scattered  houses,  while  dose  to  the  ditch  on  the  left  a path  leads  to  the 
main  gateway,  in  the  centre.  Along  this  track  two  coaches,  one  a six,  the  other  a four- 
in-hand,  are  driving  between  dense  rows  of  spectators.  The  foreground  is  occupied  by 
an  animated  motley  throng,  conspicuous  among  whom  is  a circle  of  eighteen  ladies  and 
gentlemen  on  the  left  linked  with  pocket-handkerchiefs  and  dancing  a ‘ merry  go-round.’ 
It  was  the  custom  for  ladies  to  dance  in  gloved  hands  except  with  the  king,  and 
princesses  with  grandees  in  the  manner  here  represented.  Further  in  front  is  a gentle- 
man, perhaps  the  crown  prince,  in  red  doublet  and  plumed  hat,  mounted  on  a prancing 
horse,  and  surrounded  by  seven  others  in  black  court  dress,  four  of  them  bare-headed. 
In  the  centre  of  the  foreground  are  three  ladies  seated  on  the  grass,  and  round  about 
women  in  the  Navarrese  costume,  with  white  tocas  like  the  head-dress  worn  by  the 
Roman  campagnuole.” 

Bryan , ‘ Dictionary , etc.'  (1889),  ii.  649. 

Mesonero  Romanos , ‘ Velazquez ,’  206. 

Collection — J.  M.  Brackenbury,  Esq. 

Bought  by  the  first  Duke  of  Wellington , 1844,  from  Mr.  J.  M.  Brackenbury , for  ^125. 
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203  CARLO  DOLCI,  1616-1686. 

ECCE  HOMO. 

Panel.  1 1 1 X 8|  in. 

The  head  of  Our  Saviour,  facing  front,  and  leaning  slightly  to  the  right.  His 
hair  is  brown,  and  falls  in  heavy  ringlets  about  His  shoulders.  He  wears  the  crown 
of  thorns  low  on  His  forehead,  and  drops  of  blood  are  trickling  down  His  face, 
which  bears  the  expression  of  intense  suffering.  His  eyes  are  large  and  the  lids 
red  from  weeping.  His  lips  are  slightly  parted,  and  He  has  a thin  brown  beard. 
He  wears  a red  robe,  but  His  chest  is  exposed.  Light  radiates  from  His  head. 
Background  dark. 

“ i.H.S—  Nostra  Redenzio — Amor  ct  desiderium.  ^ 1 68 1.  A1  Signor  Canonico  Millini.  Io 
Carlo  Dolce,  mia  eta  sessino  sesto  ” is  painted  on  the  back  of  the  picture. 

Mr.  A.  Davidson,  in  a letter  to  the  first  Duke  of  Wellington,  dated  io  Castle  Street, 
Holborn,  February  4,  1842,  offers  a picture  for  sale  which  he  describes  as  ‘a  Saviour's 
Head  crowned  with  Thorns  ....  an  undoubted  original  by  ‘ Carlo  Dulci.’  ” As  there 
is  no  other  picture  by  this  artist  in  the  collection,  it  is  probable  that  this  is  the  picture 
described  above,  although  there  is  no  record  of  the  Duke  having  purchased  it. 

Bought  by , or  presented  to , the  first  or  second  Duke  of  Wellington. 


238  FLEMISH  SCHOOL. 

THE  ANNUNCIATION. 

Sr.  Luke,  i. 

On  two  panels — evidently  once  forming  part  of  a portable  altar — see  below.  12  } x 8|  in. 

This  picture  consists  of  two  narrow  panels,  longitudinally  divided  by  a 
strip  of  wood.  In  the  background  of  the  left  panel  is  a large  bed  with  a green 
canopy  and  curtains.  Over  the  bed  is  a green  cover,  and  a large  wooden 
winged  monster  forms  one  of  its  legs.  On  the  bed,  lying  on  the  cover,  is  a 
large  square  white  pillow.  The  floor  of  the  room  consists  of  squares  of 
marble.  In  the  left  foreground,  at  an  angle,  is  a high  wooden  bench  or  table  ; 
at  the  further  side  of  it  kneels  the  Virgin  Mary,  with  her  body  inclined  to  the 
left  and  face  to  the  front.  Her  hair,  which  is  of  a reddish  hue,  is  parted  in  the 
centre  and  hangs  in  long  lank  tresses  over  her  shoulders.  Her  face  is  oval, 
and,  together  with  her  neck  and  throat,  is  pale.  Her  eyebrows  are  thin  and 
well  defined.  Her  eyes  are  blue  and  large.  Her  nose  is  straight.  Her  mouth 
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small,  with  a full  lower  lip.  She  wears  a green  robe,  edged  with  a fillet  ot 
gold,  over  which  is  a mantle  of  the  same  colour.  Her  right  hand,  with  fingers 
extended,  is  raised  to  her  heart  ; with  her  left  she  is  holding  open  a book 
with  red  cover,  lying  on  the  table  before  her.  The  White  Dove  is  seen 
within  the  curtains  above  the  head  of  the  bed.  He  is  descending,  with 

outstretched  wings,  in  a circular  blaze  of  light.  Three  balls  of  gold,  divided 
by  two  small  golden  bars,  are  seen  in  a perpendicular  position  above  the  right 
far  corner  of  the  canopy  surmounting  the  bed.  The  right  panel  appears  to 
represent  the  right  side  of  the  same  room.  In  the  centre  foreground  is  a tall 
white  vase,  ornamented  with  blue  and  yellow.  In  a medallion  in  the  centre  of 
it  are  the  letters  “I.H.S.”  In  a second  medallion,  left,  is  the  letter  “M”; 
and  in  a third,  right,  are  the  letter  “ A ” and  the  commencement  of  another 
letter.  The  vase  contains  some  tall  white  lilies  and  other  flowers.  Descending 
from  above,  in  a blaze  of  light,  is  the  nearly  erect  figure  of  the  Archangel 
Gabriel,  facing  front,  with  white  outspread  wings.  His  head  is  inclined  to  the 
left.  His  face  is  round  and  full.  His  eyebrows  thin  and  well  defined.  His 
mouth  well  formed,  with  full  lower  lip.  His  complexion  is  fair,  and  he  is 

looking  downwards.  His  hair  is  brown,  and  falls  loosely  down  his  back. 
Round  the  top  of  his  head  is  a string  of  pearls,  with  a gold  and  ruby 

ornament  surmounted  by  a cross  in  the  centre.  He  wears  a long  white  loose 
robe,  with  two  bands  of  crimson  crossing  each  other  on  his  chest.  Over  the 
robe  he  wears  a long  crimson  mantle  lined  with  green.  It  is  fastened  at  the 
chest  with  a circular  gold  ornament  with  a large  sapphire  in  the  centre. 
Round  the  edge  of  the  mantle  is  a double  row  of  pearls,  with  a third  row,  of 

larger  ones,  between  them.  With  his  right  hand,  in  which  is  a golden  sceptre, 

he  is  holding  the  left  edge  of  his  mantle.  His  left  hand,  open,  and  with  palm 
to  the  front,  is  raised  to  the  level  of  his  face. 

This  picture  (captured  at  Vitoria)  is  a portion  of  a painting  of  the  same  subject, 
and  of  similar  dimensions,  mentioned  in  MS.  Inventories  of  1772*  and  1789*  as  then 
forming  part  of  the  Royal  Spanish  Collections,  whence  it  has  since  disappeared.  The 
picture  in  the  1772  Inventory  is  entered  as  “An  ancient  painting  on  panel,  originally 
a portable  oratory,  containing  on  the  principal  panel  ‘ The  Birth  of  our  Lord,’  and  on  the 
two  panels  forming  the  doors,  ‘The  Annunciation,”’  and  as  then  warehoused  in  a vault 
in  the  Royal  Palace,  Madrid,  in  charge  of  an  official  of  the  late  queen-mother,  Isabel 
Farnese.  In  the  1789  Inventory  it  is  entered  as  “The  Annunciation,”  School  of  Diirer, 
and  as  being  in  the  “King’s  Private  Oratory”  in  the  same  palace,  and  valued  at  £ 18 . 

The  fact  that  the  wings  of  the  angel  are  cut  abruptly  off,  there  not  being  sufficient 
room  for  them  in  their  entirety  within  the  panel,  added  to  the  fact  that  the  patterns  of 
the  floor  in  both  panels  are  identical,  leads  to  the  supposition  that  these  two  panels 
formerly  formed  part  of  a triptych,  the  central  panel  of  which  is  missing. 


* In  the  Royal  Palace  Archives,  Madrid. 
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This  picture  has  recently  been  attributed  to  Gerard  Horebout,  1480-1540,  as  also  to 
Coffermans,  of  Antwerp  (middle  of  the  16th  century).  It  is  probably  the  work  of  the 
latter. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria,  1813.  See  Introduction. 


26  NICOLAS  ANTOINE  TAUNAY,  1755-1830. 

BUILDINGS,  WITH  A MOUNTEBANK. 

Canvas.  12^  X 8J  in. 

This  picture  represents  a deep  and  lofty  archway  of  stone,  traversed  at 
the  far  end  by  a single-arch  stone  bridge  about  half  the  height  of  the  arch. 
Beyond  the  bridge,  right,  rises  a ruin  partially  concealed  by  foliage.  Foliage 
is  also  seen  hanging  from  the  top  of  the  archway.  In  the  right  foreground 
are  several  figures,  sitting  and  standing,  beneath  an  awning  at  the  summit  of 
a small  flight  of  stone  steps.  A man  in  a red  jacket  and  another  in  a red 
cap  are  sitting  on  the  steps  beneath  them.  Beyond  these,  right,  a woman  is 
conversing  with  a man  in  a high  arched  recess  in  the  wall,  and  above  them  is 
linen  hanging  out  to  dry.  Two  men  are  sitting  near  them,  and  in  front  of  the 
latter  is  a white  horse  with  a blue  covering  to  its  saddle,  and  behind  it  is  a 
man  on  horseback  facing  a second  recess  in  the  wall  of  the  arch.  On  a hillock, 
on  the  near  side  of  the  bridge,  left  middle  distance,  a man,  apparently  a con- 
juror, in  a red  coat  and  green  cape,  stands  beside  a barrel,  and  is  performing 
to  a small  group  of  men,  women  and  children,  who  surround  the  base  of  the 
mound.  Beyond  the  bridge  is  seen  a rude  encampment.  The  sky  is  light  blue 
and  clear. 

“52”  is  painted  in  white  in  the  left  lower  corner. 

Captured  at  Vitoria.  See  Introduction. 

Exhibited — Grafton  Gallery,  1897. 


60  DIEGO  RODRIGUEZ  DE  SILVA  Y VELAZQUEZ, 

1599-1660. 

SPANISH  LANDSCAPE,  WITH  FIGURES. 

Canvas.  26^  x 36^  in. 

Across  the  picture  in  the  middle  distance  runs  a stone  bridge  with  one 
small  arch  spanning  a brook.  Across  the  bridge,  immediately  above  the  arch, 
is  a white  gateway  with  two  wings,  in  the  nearest  of  which  is  an  arched 
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opening.  The  bridge  is  strengthened  on  this  side  by  large  and  small  buttresses. 
Beyond  the  bridge,  centre,  are  seen  the  tops  of  trees  rising  from  lower 
ground.  Beyond  them,  left,  is  a steep  hill,  with  a mountain  in  the  far 

distance.  A small  red-roofed  building  is  on  the  summit  of  the  hill.  Beyond 
the  bridge,  right,  is  another  hill,  on  which  is  a white  building.  Two  vehicles, 
drawn  by  mules  ridden  by  postillions,  and  followed  by  three  pedestrians,  are 
crossing  the  bridge  from  right  to  left.  There  are  also  two  priests  and  two 
other  individuals  conversing  on  the  bridge.  On  the  far  side  of  the  stream,  and 
between  two  buttresses  of  the  bridge,  are  a man  and  a cow.  Further  to  the 
right  a woman  is  hanging  out  linen  to  dry,  and  close  by  is  a flock  of  sheep. 
In  the  right  foreground  is  a clump  of  trees  which  are  beginning  to  show 
autumnal  tints.  Close  by  is  an  old  woman  leaning  over  some  linen.  To  her 
left  sits  a priest,  reading,  facing  the  bridge.  There  are  sheep  and  goats  between 
him  and  an  artist  in  a pink  cloak,  who  is  sketching  the  bridge.  Behind  the 
artist,  centre,  is  a piebald  pony,  on  which  is  seated  a woman  in  a brown  jacket 
and  blue  skirt,  with  a white  cloth  over  her  head,  on  which  she  also  wears  a 
broad-brimmed  black  hat.  Between  her  and  the  stream  are  a cow  and  some 
sheep.  She  is  talking  to  a woman  in  a black  skirt  standing  by  her  side,  over 
whose  head  is  a white  cloak  falling  to  her  waist.  By  the  side  of  the  latter 
stands  a boy,  with  another,  at  whose  feet  lies  a dog,  behind  him.  Nearer  the 
bridge  stands  a one-armed  man  in  grey,  near  whom,  left,  is  a donkey.  In 
front  of  the  latter  is  a man  in  a scarlet  cloak,  with  a boy  carrying  a large  basket 
beside  him.  He  is  conversing  with  a woman  in  white,  next  to  whom,  with 
her  back  to  the  spectator,  is  another  very  similarly  attired.  In  the  left  fore- 
ground is  a tree.  Behind  it  are  two  figures,  one,  the  furthest,  a man  holding 
a glass  of  red  wine.  In  front  of  the  tree  sits  a woman  with  a platter  on  her 
knee,  and  beyond  her  a man  is  sitting  with  an  iron  spoon  in  his  hand.  In  front 
of  him  is  a stewpan,  and  beyond  him  two  men  in  dark  clothes  and  wearing 
black  hats.  The  back  of  a coach  is  seen  at  the  extremity  of  the  bridge,  left. 

Several  figures  are  near  it,  notably  two  veiled  women,  one  with  a fan,  sitting 
on  the  ground  and  leaning  against  the  wall  of  the  bridge.  The  sky  is  blue 
and  cloudy. 

S/owe,  1 Velazquez ,'  99  : — “ View  of  a fair  with  gypsies.” 

Curtis,  '•Velazquez  and  Murillo ,'  28,  No.  62: — “A  market  with  fortune-tellers,  groups 
of  personages,  horses,  and  sheep  before  the  walls  of  a town.” 

Champlin,  'Cyclopedia,  etc.,'  xiv.  332. 

Mesonero  Romanos,  ' Velazquez ,'  206. 

Bryan,  ‘ Dictionary , etc.'  (1889),  ii.  649: — Landscape,  with  market.” 

Captured  at  Vitoria,  1813.  See  Introduction. 
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256  TIZIANO  VECELLI  (Titian),  1477-1576. 

DANAE. 

Canvas.  45!  x 75 1 in. 

Acrisius,  king  of  Argus,  having  been  told  by  the  oracle  that  he  would  be  killed  by  his  grand- 
son, immured  his  only  child  Danae  in  a tower  of  brass,  and  would  entertain  no  proposal  of  marriage 
for  her.  Jupiter,  however,  changing  himself  into  a shower  of  gold,  visited  her  through  the  roof  of 
her  prison.  This  intercourse  led  to  the  birth  of  Perseus,  at  whose  hands  Acrisius  eventually  met 
his  death.  While  playing  quoits,  one  thrown  by  Perseus  struck  the  king  on  the  foot;  the  wound 
mortified,  and  death  ensued. 

Full  length.  Life  size.  A white  couch,  with  a profusion  of  pillows  at 
one  end,  left,  crosses  the  picture.  Reclining  with  her  head  and  shoulders  on 
the  cushions  lies  Danae,  looking  right.  She  is  nude  with  the  exception  of  a 
white  cloth  over  her  left  knee.  Her  right  leg  is  drawn  up  and  bent  at  the 
knee,  the  left  being  more  extended.  Her  right  arm  rests  on  a pillow  beside 
her,  and  in  her  right  hand  she  holds  a handkerchief.  Her  hair  is  fair  and 
plaited  at  the  back.  Her  eyebrows  are  long,  low  and  well  defined.  Her  eyes 
are  large  and  blue,  her  nose  straight,  and  her  mouth  well  formed.  Complexion 
fair.  She  wears  pearl  ear-rings,  a bracelet  on  her  right  wrist,  and  a ring  on  the 
third  finger  of  the  right  hand.  Her  left  arm  is  extended  by  her  side.  A red 
curtain  is  draped  above  the  cushions,  and  a red  and  green  material  lies  across 
the  foot  of  the  couch.  The  shower  of  gold  is  seen  descending  from  above, 
centre,  and  an  old  female  attendant,  standing  on  the  far  side  of  the  foot  of  the 
couch,  is  endeavouring  to  catch  a portion  of  it  in  her  shawl. 

“787”  is  painted  in  white  in  the  right  lower  corner. 

This  picture,  though  bearing  a different  number,  is  probably  the  painting  by  Titian 
mentioned  in  the  MS.  Inventory  of  the  Royal  Spanish  Collections,  etc.,  of  1789,* 
because  (a)  the  subject  and  dimensions  are  the  same ; (h)  the  painting  mentioned  in  the 
Inventory  is  no  longer  in  the  Royal  Spanish  Galleries ; (c)  the  picture  above  described 
was  captured  at  Vitoria  at  the  same  time  as  other  pictures  known  to  belong  to  those 
collections.  In  this  Inventory  it  is  entered  as  “No.  1274,”  and  as  then  hanging  in 
the  “Dining  Room,”  Buen  Retiro,  and  valued  at  £120. 

Hume , ‘ Notices  of  the  Life  and  JVorhs  of  Titian ,’  88 : — “ A female  figure  from  the 
Palace  at  Madrid,  in  the  collection  of  the  Duke  of  Wellington.” 

Crowe  and  Cavalcaselle,  ‘ The  Life  of  Titian’  ii.  230 : — “ A copy  of  the  St.  Peters- 
burgh  replica  [of  the  Madrid  Danae],  possibly  by  the  Spaniard  Mazo,  is  in  the  collection 
of  the  Duke  of  Wellington  in  London.” 

Collection — Royal  Spanish,  Buen  Retiro,  Madrid,  1789. 

Captured  at  Vitoria,  1813.  See  Introduction. 


* In  the  Royal  Palace  Archives,  Madrid. 
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75  SCHOOL  OF  RUBENS. 

HERCULES  SLAYING  THE  LION. 

Canvas.  26*-  x 18I-  in. 

Hercules,  a mythological  hero,  who,  after  death,  was  ranked  among  the  gods,  was  the  son  of 
Jupiter  and  Alcmena.  When  only  seventeen  he  delivered  Mount  Cithseron  from  a huge  lion.  His 
brother,  Eurystheus,  whose  orders  he  was  compelled  to  obey,  commanded  him  to  achieve  a number 
of  enterprises  known  as  the  Twelve  Labours  of  Hercules,  one  of  which  was  to  slay  the  lion  of  Nemsea, 
which  furnishes  the  subject  of  this  picture.  He  attacked  the  lion  with  a club,  pursued  him  to  his  den, 
and  strangled  him.  He  carried  the  body  on  his  shoulders  to  Mycenae.  He  was  regarded  by  the 
ancients  as  a pattern  of  virtue  and  piety. 

Companion  picture  to  No.  55.  Hercules,  with  his  body  turned  to  the 
left,  is  seen  wrestling  with  a lion.  He  is  nude,  with  the  exception  of  a drapery 
about  his  loins.  Having  grasped  the  lion  with  both  hands  around  the  neck,  he 
is  leaning  over  him,  his  head  resting  on  the  lion’s  shoulder,  and  his  face  flushed 
with  his  endeavours  to  strangle  him.  The  lion’s  left  fore  foot  is  over  the  right 

thigh  of  Hercules,  and  his  right  hind  paw  rests  on  the  hero’s  right  knee.  With 
his  right  fore  paw  the  lion  is  endeavouring  to  free  himself  from  the  grasp  of 
his  assailant.  In  the  right  middle  distance  are  a tree  and  shrubs.  The  sky  is 
blue  and  cloudy. 

This  picture  and  its  companion,  No.  55  are  without  doubt  two  of  four  paintings 
(School  of  Rubens)  mentioned  in  the  MS.  Inventory  of  the  Royal  Spanish  Collections, 
etc.,  of  1789,*  because  (a)  the  subjects  and  dimensions  are  the  same;  ( b ) two  of  the  four 
paintings  mentioned  in  the  Inventory  are  no  longer  in  the  Royal  Spanish  Galleries ; 
(c)  the  picture  above  described  and  its  companion  were  captured  at  Vitoria  at  the 
same  time  as  other  pictures  known  to  belong  to  those  collections.  In  this  Inventory 
they  are  entered  as  “4  pictures  . . . Hercules  Slaying  the  Bull;  Breaking  the  Lion’s 
Jaws,  and  two  others.  Style  of  Rubens,”  and  as  then  unhung  in  the  Royal  Palace, 
Madrid,  and  valued  at  ^42  the  pair. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria , 1813.  See  Introduction, 


* In  the  Royal  Palace  Archives,  Madrid. 
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66  GIOVANNI  FRANCESCO  BARBIERI  (Guercino),  1591-1666. 

MARS. 

Canvas.  44$  X 33|  in. 

Mars,  the  god  of  war,  was  the  son  of  Juno  only.  The  principal  events  of  his  life  were  being 
wounded  by  Diomedes,  bound  in  chains  by  Othus  and  Ephialtes,  and  his  intrigue  with  Venus, 
which  was  discovered  by  Vulcan.  He  had  a fierce  and  impetuous  temper,  and  filled  the  places  he 
visited  with  calamity  and  anguish.  He  is  sometimes  represented  on  foot  and  armed,  sometimes 
naked,  sometimes  with  a beard,  at  others  without.  He  is  also  often  described  as  driving  a chariot, 
or  riding. 

Companion  picture  to  No.  68.  Three-quarters  length,  life  size,  with  body 
turned  to  the  right  and  face  to  the  front  The  god  is  represented  with  a fair, 
florid  complexion,  light  locks  reaching  to  the  shoulders,  a fair  curly  moustache, 
and  short  fair  curly  beard.  His  eyes  are  brown  and  piercing,  and  eyelids  red. 
His  nose  is  straight,  and  his  mouth  well  formed.  He  wears  a helmet  of 
polished  metal,  to  the  back  of  which  is  attached  a single  white  ostrich  feather. 
He  has  a light  brown,  tight-fitting,  scaley  tunic  with  short  sleeves,  and  his 
linen  shirt  sleeves  are  tucked  close  up  under  them.  His  sleeves  terminate  in 
two  bands  of  iron.  A red  cloak,  lined  with  grey,  is  thrown  loosely  over  his 
left  outstretched  arm,  and  passing  round  his  back,  is  brought  forward  to  his 
waist  under  the  right  arm.  His  left  hand  is  raised  from  the  wrist,  and  the 
fingers,  which  appear  to  be  blood-stained,  are  extended.  His  right  arm  hangs 
by  his  side,  slightly  drawn  back  at  the  elbow,  and  with  the  hand  of  the  same 
arm,  he  grasps  the  metal  handle  of  his  sword.  The  attitude  is  one  of  leading 
to  attack.  Background  brown. 

The  canvas  of  this  picture  is  square,  although  the  mount  of  the  frame  is  oval.  On  the 
stretcher  at  the  back  of  the  picture  is  a label  on  which  is  the  following:  “Mars  quittant  Venus. 
Deux  figures  de  grandeur  naturelle.  Oval  par  Gio.  francesco  Barbieri  dit  le  Guerchin  nd  h.  Ceuto 
en  1590,  mort  en  1666”;  but  this  is  not  correct,  there  being  only  one  figure  in  the  picture.  This 
discrepancy  is  accounted  for  by  the  fact  that  the  canvas  has  evidently  been  cut;  what  remains  is, 
therefore,  only  a fragment  of  the  original  picture. 

Collection — (probably)  Mora.  Date  unknown. 

Bought  by,  or  presented  to,  the  first  Duke  of  Wellington. 
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49  ANTON  RAFAEL  MENGS,  1728-1779. 

THE  HOLY  FAMILY. 

Canvas.  69^  X 49^  in. 

An  interior.  In  the  centre  sits  the  Virgin,  life-size,  in  an  arm-chair, 
wearing  a pink  robe,  with  her  left  foot  on  a wooden  footstool  and  her  right  on 
the  floor.  Her  hair,  which  is  fair  and  wavy,  is  parted  down  the  centre,  and 
over  the  back  of  her  head  is  a fine  linen  veil.  Her  sleeves  are  yellow,  and 
a dark  blue  mantle  which  partially  covers  her  robe  has  fallen  off  her  shoulders. 
She  wears  sandals.  Her  face  is  oval,  complexion  fair,  nose  straight  and 
mouth  well  formed.  She  is  looking  down  at  St.  John  the  Baptist,  a child, 
nude  with  the  exception  of  a skin  thrown  over  his  left  shoulder  and  fastened 
behind  the  right  thigh,  who  stands  in  the  left  foreground,  back  to  the  spectator, 
and  holds  in  his  left  outstretched  hand  a slight  tall  cross,  over  which  is  one 
end  of  a scroll,  the  other  being  held  in  his  right  hand.  His  hair  is  auburn, 

and  his  head  is  thrown  back  as  he  gazes  at  the  Infant  Saviour,  who,  nude 
with  the  exception  of  a white  cloth  round  His  body,  reclines  on  the  knees  of 
the  Virgin,  whose  left  arm  encircles  Him,  while  her  right  is  raised  across  her 
body.  His  hair  and  complexion  are  fair,  and  His  cheeks  full  and  ruddy.  His 
head  is  thrown  back,  while  He  looks  up  with  blue  eyes  at  the  face  of  Joseph, 
who,  in  a brown  mantle,  with  curly  grey  hair  and  grey  beard,  is  leaning  down 
towards  Him  from  the  other  side  of  a wooden  table  on  which  his  left  hand 
rests.  Behind  the  Virgin  is  a green  drapery.  Through  a window  above  Joseph, 
right,  is  a distant  landscape  with  trees,  tower,  mountain  and  blue  sky.  The 
floor  is  of  stone  flags. 

Signed  “ antonivs  . Raphael  . mengs  . sax  : faceb  : mdcclxv”  on  the  edge 
of  the  footstool  on  the  right  side  of  the  picture. 

This  picture  is,  without  doubt,  the  painting  by  Mengs  mentioned  in  the  MS. 
Inventory  of  the  Royal  Spanish  Collections,  etc.,  of  1772,*  because  (a)  the  subject  and 
dimensions  are  the  same ; ( b ) the  painting  mentioned  in  the  Inventory  is  no  longer  in 
the  Royal  Spanish  Galleries ; (t)  the  picture  above  described  was  captured  at  Vitoria 
at  the  same  time  as  other  pictures  known  to  belong  to  those  collections.  In  this 
Inventory  it  is  entered  as  then  hanging  in  the  “Passage  to  the  king’s  sleeping  chamber” 
in  the  Royal  Palace,  Madrid. 

Cumberland , 1 Catalogue,  etcl  (1787),  50.  Under  the  heading  “Passage  Room  to  the 
King’s  Bed-Chamber  [Royal  Palace,  Madrid]: — ” “ Mengs,  A Holy  Family,  large  size.” 

Townsend,  ‘ Journey,  etc.,'  i.  262. 


* In  the  Royal  Palace  Archives,  Madrid. 
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Ponz , ‘ Viage , etc  A vi.  33: — Referring  to  a Holy  Family,  with  full-sized  figures,  by 
D.  Antonio  Mengs,  says  that  it  hung  in  the  passage  to  the  King’s  bed-room  in  the 
Royal  Palace,  Madrid. 

Cean  Bermudez,  ‘ Diccionario , etc.,’  iii.  130  : — Under  the  heading  “ Mengs.”  “The  Holy 
Family,  two  varas  high  and  one-and-a-half  wide,  which  is  one  of  his  first  works  in  Spain.” 

Collection — Royal  Spanish,  The  Palace,  Madrid.  1772. 

Captured  at  Vitoria,  1813.  See  Introduction. 


72  TIZIANO  VECELLI  (Titian),  1477-1576. 

CATERINA  CORNARO,  QUEEN  OF  CYPRUS. 

Canvas.  40^  X 29^  in. 

Lusignana-Caterina,  Queen  of  Cyprus,  was  born  at  Venice  in  1454.  She  was  educated  at  a 
convent  in  Padua.  At  that  time  Cyprus  was  a mere  dependency  of  Egypt,  and  its  king  was 
John  III.,  married  to  Plelen,  a Greek  princess,  who  completely  ruled  him.  Their  only  child  was  a 
girl,  who  married  John  of  Portugal.  The  Litter  intrigued  against  his  mother-in-law,  who  was  com- 
pelled to  yield  the  government  into  his  hands.  No  sooner  had  poison  delivered  Helen  from  the 
designs  of  John,  than  James,  a natural  son  of  her  husband,  gave  her  fresh  anxiety  lest  he  should 
claim  the  throne.  In  order  to  keep  him  contented,  she  appointed  him  Archbishop  of  Nicosia. 
Andrd  Cornaro,  Catherine’s  uncle,  who  happened  to  be  in  Cyprus  at  the  time,  persuaded  him  to 
give  up  his  preferment  and  marry  his  niece.  Pie,  however,  was  forced  by  Helen  to  fly  to  Rhodes. 
There  he  learnt  of  the  death  of  Helen  and  the  King,  and  the  accession  to  the  throne  of  Charlotte, 
widow  of  John  of  Portugal,  who  had  married  again.  Supported  by  the  ruler  of  Egypt,  who  recog- 
nised him  as  heir  to  the  throne  of  Cyprus,  James  landed  in  the  island,  and  Charlotte  and  her  second 
husband  fled  the  country.  James  married  a foreign  princess,  who  soon  died,  and  he  then  took 
Catherine  Cornaro  as  his  second  wife.  She  arrived  in  the  island  with  great  pomp,  and  escorted 
by  a Venetian  squadron,  1469.  James  dying  three  years  afterwards,  Catherine  succeeded  to  power, 
and  retained  it  in  spite  of  conspiracies  against  herself  and  son  (who  died  in  1475)  until  1488. 
Catherine  having  now  no  child,  the  republic  of  Venice  looked  upon  the  island  as  its  own,  and 
administered  its  government  accordingly.  Catherine  was  forced  to  sign  her  abdication,  and  the 
Venetians  took  possession  of  the  island,  1489.  She  retired  to  the  Castle  of  Asolo,  near  Venice, 
where  she  resided  till  her  death,  1510. 

Three-quarters  length.  Life  size.  The  body  turned  slightly  to  the  left. 
Her  hair  is  light,  and  tightly  curled  over  her  forehead  and  head.  A plait, 
round  which  is  a string  of  small  pearls,  crosses  the  back  of  her  hair.  Her 

complexion  is  fair.  Her  eyebrows  are  long,  low,  dark  and  well-defined.  Her 

eyes  are  brown.  Her  nose  straight  and  somewhat  thick.  Her  upper  lip  is  a 
little  long,  and  her  lower  lip,  which  is  full,  recedes  slightly.  Her  cheeks  are 
full.  She  wears  a black  sleeveless  coat,  embroidered  with  gold,  over  a white 
shirt  striped  with  pink.  The  coat,  which  is  open  at  the  neck,  is  fastened  down 
the  bodice  by  small  black  bands  with  pearls  in  the  centre,  showing  the  shirt 
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between.  The  left  sleeve  of  her  shirt  is  tucked  up  to  the  elbow.  She  holds 
in  front  of  her,  in  both  hands,  a fillet  of  gold  ornamented  with  flowers.  She 
wears  pearl  earrings,  a single  row  of  pearls  round  her  neck,  a jewelled  bracelet 

on  her  left  wrist,  and  a ring  on  the  little  finger  of  the  left  hand.  She  wears 

a red  rose  in  the  opening  of  her  gown.  Background  dark  and  indistinct. 

“ 39  ” is  painted  in  red  in  the  centre  foreground. 

This  picture  is  one  of  the  eight  paintings  by  Titian  mentioned  in  the  MS.  Inventory 
of  the  Royal  Spanish  Collections,  etc.,  1772,*  in  which  they  are  entered  as  “Nos.  42,  45, 
85,  39)  46,  1 18,  39,  39.  Eight  similar  portraits,  more  than  half-length,  by  Titian,  one  a 
portrait  of  himself,  another  of  his  wife,  and  the  others  unknown  persons.  They  were 
originally  all  ovals,  but  have  been  made  square.”  They  then  hung  in  the  “ King’s  Ante- 
chamber” in  the  Royal  Palace,  Madrid. 

Hume , 1 Notices  of  the  Life  and  Works  of  Titian 2 : — “ The  pictures  which  Titian 
painted  after  leaving  the  school  of  Bellini,  naturally  retained  a strong  resemblance  to 

his  master’s  style.  ...  It  was  about  this  period  that  he  painted  the  portrait  of 

Catherine  of  Cornaro,  Queen  of  Cyprus,  who  left  by  will  that  kingdom  to  the  Republic 
of  Venice;  of  which  pictures  there  are  numerous  copies.”  67.  “A  young  female,  half 
length,  supposed  [erroneously]  to  be  Titian’s  daughter,  with  a garland  of  flowers  in  her 
hand ; very  beautifully  painted  in  Titian’s  latter  manner.  From  the  Royal  Collection  at 
Madrid,  now  belonging  to  the  Duke  of  Wellington.” 

‘ Atheticeum January  8,  1853. 

Crowe  and  Cavalcaselle , lThe  Life  of  Titian,  ’ ii.  58: — “ [Caterina  Cornaro,  Queen 
of  Cyprus]  ....  holding  a garland  of  flowers,  is  ascribed  to  Titian  in  the  collection 
of  the  Duke  of  Wellington  in  London.  It  is  a copy  of  life-size  on  canvas  by  some 
imitator  of  Titian.” 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1772. 

Captured  at  Vitoria , 1813.  See  Introduction. 

Exhibited — British  Institution,  1828,  where  it  was  called  “Titian’s  Daughter.” 


192  DIEGO  RODRIGUEZ  DE  SILVA  Y VELAZQUEZ, 

1599-1660. 

DON  FRANCISCO  GOMEZ  DE  QUEVEDO  Y VILLEGAS. 

Canvas.  24  X 2 if  in. 

Quevedo,  a Spanish  poet  and  satirist  of  great  genius,  was  bom  1580.  He  thus  depicted  him- 
self : “ A man  of  honour  bom  unto  evil ; a person  of  birth,  to  become  a man  of  as  great  powers 
as  weaknesses,  of  good  understanding  and  feeble  memory;  poor  of  sight  and  results;  consigned  to 


* 


* In  the  Royal  Palace  Archives,  Madrid. 
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the  devil,  pledged  to  the  world,  delivered  up  to  the  flesh ; large  of  eye  and  conscience ; black-haired 
and  black-fated  ; of  lofty  brow  and  thoughts.”  He  was  created  doctor  of  theology  at  the  age  of 
fifteen.  He  fought  many  duels.  He  is  said  to  have  taken  part  in  the  Bedmar  conspiracy  at  Venice. 
He  was  charged  with  libel  in  1620,  and  confined  for  three  years  to  his  house.  In  1634  he  gave  up 
politics  and  his  Church  benefices  and  married,  but  his  wife  soon  died.  In  1641  he  was  imprisoned 
on  a false  charge  for  two  years.  His  health  was  thus  broken,  and  he  died  in  1645. 

Head  and  shoulders.  Life-size.  Body  turned  slightly  to  the  left  and 
face  to  the  front.  He  wears  a black  gown,  with  a stiff  white  stand-up  collar 
( golilla ) round  his  neck,  open  in  front  in  the  shape  of  a V.  His  complexion 

is  fair  and  his  face  broad  and  full.  His  forehead  is  high,  and  his  eyes, 
brown  and  piercing,  are  seen  through  the  pince-nez  he  wears.  His  nose  and 
cheeks  are  somewhat  fat,  as  are  the  lower  portions  of  his  jaws.  His  iron- 

grey  hair,  which  is  not  parted,  rises  above  his  forehead,  and  falls  loosely 
down  his  cheeks  to  the  top  of  his  collar.  His  moustache,  which  is  not  so 

grey,  is  short  and  full,  and  he  wears  a small  tuft  of  hair  on  his  chin.  His  lips 
are  full.  Background  dark. 

Palomino , '•El  Museo , etc.,'  iii.  333: — “Velazquez  painted  another  portrait  of  Don 
Francisco  de  Quevedo  Villegas,  Cavalier  of  the  Order  of  Santiago  and  Senor  de  la  Villa 
de  la  Torre  de  Juan  Abad,  whose  printed  works  bear  testimony  to  his  rare  genius,  who 
was  a divine  Martial  in  Spanish  poetry,  and  a second  Lucian  in  prose  : for  whose  praise  the 
description  of  Ennius  by  Lucretius  can  alone  suffice:  ( Lucretius , lib.  i.  117  De  Rer.  Nat.) 
‘ Ennius,  ut  noster  cecinit,  etc.’  He  painted  him  with  spectacles  on  as  he  usually  wore 
them  ; and  thus  the  Duke  of  Lerma,  in  the  verses  which  he  wrote,  in  reply  to  a sonnet, 
which  Don  Francisco  de  Quevedo  sent  him,  wherein  he  begged  his  acceptance  of  a 
sphere  and  a case  of  mathematical  instruments,  said  : ‘ Retain  your  lustre,  Don  Francisco, 
both  in  verse  and  in  prose,  seeing  that  your  eyes  are  as  clear  as  a crystal.’  ” 

Twiss,  in  his  ‘ Travels , etc.,'  308,  mentions  having  seen  in  the  collection  of  Don 
Francisco  de  Bruna : — “ An  original  Portrait  of  Quevedo,  with  spectacles,  by  the  same 
Velasquez.  A fine  engraving,  by  Carmona,  of  this  picture  is  inserted  in  the  fourth 
volume  of  the  Spanish  Parnassus.” 

O'Neil,  ‘ Dictionary , etc.,’  part  ii.  252  : — “ In  1646  the  portrait  of  Francisco  Quevedo 
de  Villegas  was  executed,  whose  intellectual  expression  is  rendered  with  a skilfulness 
demonstrative  of  the  faithful  effort  to  portray  the  features  of  that  author;  on  [r/V] 
whom  it  was  said  : 

Lisura  en  verso,  y en  prosa 
Don  Francisco,  conservad. 

Yh,  que  vuestros  ojos  son 
Tan  claros  como  un  cristal.” 

Stirling,  * Annals , etc.,'  ii.  635. 

Stirling,  ‘ Annals , etc.,’  iii.  1403. 

‘ Quarterly ,’  xcii.  462. 

Stirling’s  * Velazquez 158,  after  mentioning  a failure  in  one  of  his  portraits  of  the 
King : — “ He  was  more  fortunate  in  the  portrait  of  his  friend,  the  poet  Francisco  de 
Quevedo,  now  in  the  collection  of  the  Duke  of  Wellington,  which  has  several  times  been 
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engraved.  By  his  pencil  the  world  has  been  informed  that  this  celebrated  writer  had  a 
lively  countenance  and  a bushy  head  of  hair ; that  he  wore  the  cross  of  Santiago  on  his 
breast,  and  a huge  pair  of  spectacles  on  his  nose ; not  indeed  for  show,  like  the  fine 
ladies  and  gentlemen  of  the  next  reign,  but  because  he  had  injured  his  sight  by  over 
study  in  his  youth  at  AlcaM.”  [Stirling  is  wrong  in  saying  that  Quevedo  wears  the 
cross  of  Santiago  in  this  picture.  See  note  at  the  end.] 

‘ Quarterly ,’  cxxxiii.  (1872)  469. 

‘■Gazette  des  Beaux- Arts'  ( Deuxieme  Periode),  xxii.  178. 

Stowe,  1 Velazquez ,’  99. 

Curtis , '■Velazquez  and  Murillo ,’  78,  No.  191  : — “.  . . . Formerly  belonged  to  Don 

Francisco  Bruna  at  Seville This  is  doubtless  the  portrait  spoken  of  by  Palomino 

(iii.  333),  in  which  the  poet  is  represented  with  glasses,  which  he  was  accustomed 
to  wear”;  and  90,  No.  229vv,  “Lady  Stuart’s  sale,  May  15,  1841.  An  advocate  in 
black  dress,  with  spectacles,  ^49  7 s.” 

‘ Athenaeum]  January  8,  1887,  reporting  on  the  Winter  Exhibition  at  the  Royal 
Academy : — “ ....  a startlingly  vigorous  likeness  ....  a bust  in  a black  cloak, 
and  distinguished  by  the  dark  frames  of  the  large  pince-nez  which  bestrides  his  nose, 
while  through  his  glasses  his  eyes  are  slightly  magnified  to  us.  The  flesh  seems  to 
have  reddened  without  affecting  the  precision  of  the  modelling  of  the  features,  their 
naturalness,  and  the  solidity  of  the  whole  work.” 

‘Times,’  January  14,  1887,  reporting  on  the  Winter  Exhibition  at  the  Royal 
Academy: — . . A small  bust  of  the  satirist  Quevedo  . . . which  represents 
the  poet  wearing  a pair  of  broad-rimmed  glasses,  represents  to  the  very  life  the  keen 
polished  features  and  the  long  experience  of  the  courtly  poet.” 

Champlin , ‘Cyclopaedia,  etc.',  iv.  333. 

Bryan , ‘ Dictionary , etc.'  (1889),  ii.  649. 

Justi,  * Velazquez ,'  278  : — “His  [Quevedo’s]  portrait,  although  absent  from  the  company 
in  the  Prado,  on  which  in  his  day  he  threw  such  a sharp,  often  such  a lurid,  light,  still 

exists,  truer  in  colour  and  tone  than  that  of  any  other  contemporary  poet 

Velazquez’s  original  portrait,  which  never  left  Spain  till  the  present  century,  which  was 
described  by  travellers  and  often  even  copied.  This  original  itself  is  the  source  of  the 
small  medallion  [by  Juan  de  Noort,  on  the  copper-plate  title-page  of  the  Pamaso  Espanol], 

and  it  is  no  secret  that  its  present  resting  place  is  Apsley  House The  Velazquez 

described  by  Palomino  (Museo  iii.  333)  was  in  the  last  century  in  Don  Francisco  Bruna’s 
collection,  Seville,  where  it  was  seen  by  Twiss 

“ To  the  poet,  who  was  an  admirer  of  Velazquez,  is  due  the  earliest  known  testimony 
to  our  master’s  excellence  by  a distinguished  pen.  It  occurs  in  the  Silva  (Pamaso), 
where  Velazquez  is  mentioned  immediately  after  the  great  Italians,  and  where  all  the 
distinctive  notes  are  touched  upon,  which  later  writers  have  discovered  in  his  paintings. 
Such  are:  Truth,  not  merely  resemblance ; perspective  and  fulness,  softness  of  carnations, 
animation,  accuracy  compared  to  that  of  the  mirror,  mastery  of  technique,  unblended  touch. 

“ Our  original  cannot  have  been  painted  after  Quevedo’s  last  confinement  in  the 
underground  dungeon  of  St.  Marcos,  near  Leon  (1639-43),  whence  he  emerged  a broken 
man.  It  dates  from  the  time  of  his  prosperity,  perhaps  when  he  was  secretary  to  the 
King  in  1632.  It  is  a powerful  massive  head  covered  with  abundant  hair,  turned  a 
little  sideways,  painted  on  quite  a dark  brown  ground,  which  becomes  somewhat  lighter 
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above  the  right  shoulder.  The  colour  is  perfectly  uniform,  of  a cool,  coppery  tone, 
similar  to  that  of  the  zEsop  and  Menippus. 

“ Quevedo  has  left  us  in  his  poetry  a detailed  humoristic  description  of  his  outward 
appearance  as  the  mirror  of  his  inner  man,  and  this  description  agrees  altogether  with 
our  portrait.  The  brow  is  high,  the  strongest,  broadest  light  being  concentrated  on  the 
upper  middle  part ; broad  bosses  also  ascend  obliquely  from  the  root  of  the  nose,  and  he 
was  rather  proud  of  his  broad  open  forehead  with  its  two  horizontal  scars — testimonio  de 
valient e. 

“ The  eyes  lie  here  behind  the  large  round  glasses  of  horn  spectacles,  whose  frame 
projects  a shadow  on  the  face.  For  this  sharp-sighted  observer  had  been  afflicted  with 
intense  short-sightedness  since  his  university  years  in  Alcala,  where  he  took  the  theo- 
logical degree  in  his  fifteenth  year.  He  had  injured  his  vision  by  incessant  reading  in 
bed,  at  his  meals,  on  his  journeys,  when  he  carried  about  in  a leather  pouch  a hundred 
very  small  volumes,  some  in  Oriental  type. 

“‘The  eyes  were  large,  round  and  open,  clear  as  crystal,’  says  Lerma;  and  were 
by  himself  described  as  at  once  ‘ dim  and  bright.’  Behind  the  glasses,  as  we  here  see, 
they  have  a fixed,  cold,  steady,  penetrating  stare,  and  the  painter  has  apparently  dis- 
tinguished this  stare  from  the  somewhat  aristocratic  side  glance  which  he  elsewhere 
usually  reserves  for  persons  of  rank.  It  is  the  look  neither  of  poet  nor  philosopher,  but 
rather  of  the  politician,  of  the  man  of  the  world  piercing  through  outward  show  to  the 
motives  concealed  behind  words  and  actions,  a look  calculated  to  embarrass,  and  accom- 
panied by  a touch  of  contempt,  just  as  in  the  mouth  itself  are  expressed  scorn  and 
defiance. 

“ Owing  to  the  light  reflected  from  the  glasses  he  seems  to  emerge  from  a deeper 
and  darker  background.  Despite  his  observant  gaze,  his  whole  features  and  pose  of  the 
head  betray  a certain  combativeness,  something  of  the  swordsman  as  well  as  of  a person 
quick  at  repartee.  For  he  lacked  the  qualities  neither  of  physical  nor  moral  courage. 

“ The  black  wavy  hair,  contrasting  with  brownish  eyebrows,  falls  full  and  loose  on 
both  sides  of  the  face,  covering  the  ears,  but  rolling  up  above  the  forehead,  and  already 
revealing  a few  silver  threads.  The  head  rests  on  stout  shoulders  and  a very  high  chest. 
The  inflated  nostrils  enable  the  observer  to  read  between  the  lines  the  man’s  true 
character,  which  it  must  be  confessed  is  somewhat  masked  behind  those  apparently 
expressionless  features.” 

Walter  Armstrong , ‘ Life  of  Velazquez'  (‘ Portfolio , etc.,'  No.  28,  July  1896,  60). 

De  Beruete , ‘ Velazquez'  89. — “ ....  A vrai  dire  il  y a h Apsley  House  un 
portrait  en  buste  du  grand  poete  [Quevedo]  attribue  h Velazquez,  mais  on  ne  peut  y 
voir  qu’une  bonne  copie  de  l’original  perdu.  II  y manque,  en  effet,  la  griffe  du  maitre. 
Ma  maniere  de  voir  est  partage'e  par  un  connaisseur  d’une  competence  reconnue, 
M.  Bonnat,  en  compagnie  duquel  il  m’a  ete  donne  d’examiner  cette  toile.” 

Mesonero  Romanos , ‘ Velazquez ,’  199. 

Collections — Don  Francisco  de  Bruna,  Cadiz,  1773. 

Lady  Stuart,  London,  1841. 

Bought  by  the  first  Duke  of  Wellington , 1841,  from  Messrs.  Smith,  for  ^105. 

Exhibited — British  Institution,  1855,  when  it  was  called  “Portrait  of  a Spanish  Gentleman.” 
Royal  Academy  (Old  Masters),  1887. 

New  Gallery,  1896. 
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Engraved  by  Salvador  Carmona  (line),  in  ‘ Parnaso  Espanol,’  iv.  186. 

Brandi  (line),  in  the  ‘ Espanoles  Ilustres.’ 

Brend’ amour  (woodcut),  in  Carl  Justi’s  ‘Velazquez.’ 

In  the  last-named  engraving  (in  Carl  Justi’s  book)  Quevedo  wears  the  Cross  of 
the  Order  of  Santiago,  which  is  not  the  case  in  the  Apsley  House  picture.  The 
Duchess  of  Wellington,  therefore,  wrote  to  Dr.  Carl  Justi,  asking  him  to  kindly  explain 
the  discrepancy.  In  his  answer,  dated  Bonn,  December  6,  1895,  the  Doctor  says  that 
he  made  a rough  sketch  of  the  picture  when  visiting  Apsley  House,  and  as  he  subse- 
quently found  that,  with  trifling  exceptions,  it  agreed  with  an  old  Antwerp  engraving  in 
his  possession,  he  gave  the  latter  as  a copy  for  the  woodcut  in  his  book.  “ The 
Santiago  Cross,”  says  Dr.  Justi,  “ is  an  addition  of  the  Antwerp  print.”  In  the  same 
letter  Dr.  Justi  expresses  his  opinion  that  all  the  Spanish  and  Dutch  engravings  of 
Quevedo  by  Velazquez  are  traceable  to  the  same  picture,  that  at  Apsley  House,  or  a 
copy  of  it,  as  no  other  portrait  of  Quevedo  by  Velazquez  is  known,  with  the  exception 
of  that  described  by  Senor  Mesonero  Romanos  in  his  ‘Velazquez  fuera  del  Museo  del 
Prado  ’ as  formerly  belonging  to  the  Madrazo  family. 


57  ANTON  RAFAEL  MENGS,  1728-1779. 

THE  INFANT  CHRIST  APPEARING  TO  ST.  ANTHONY  OF  PADUA. 

Canvas.  25 J x 21  % in. 

St.  Anthony  of  Padua  was  born  at  Lisbon,  1195,  and  entered  the  Franciscan  order  when  St. 
Francis  was  still  living,  and  went  to  preach  to  the  Moors.  He  afterwards  taught  in  Italy.  He  offended 
the  general  of  his  Order  by  his  severity  and  fearless  denunciation  of  abuses,  and  to  save  him  from 
threatened  confinement,  Gregory  IX.  called  him  to  Rome.  He  died  at  Padua,  1231,  and  was  canonised 
1232.  He  was  the  author  of  various  theological  works.  Among  other  legends  told  of  him  is  the 
following : — He  was  staying  in  the  house  of  a man  of  rank  at  Simonsin,  who,  wishing  to  watch  him 
in  private,  looked  through  a chink  in  the  wall  and  saw  him  in  converse  with  the  Infant  Saviour. 

In  the  right  foreground  kneels  St.  Anthony  of  Padua,  on  a stone-flagged 
floor,  with  his  body  inclined  somewhat  to  the  left.  He  wears  the  loose  brown 
habit  of  a monk,  and  round  his  waist  is  a knotted  rope,  which  falls  to  the  ground 
from  his  right  side.  His  face  is  upturned  towards  the  descending  Saviour.  He 
has  a circle  of  dark  curly  hair  round  his  head.  His  eyebrows  are  long,  low 
and  well  defined.  His  eyes  are  large  and  brown.  His  nose  straight,  with 
nostrils  dilated.  His  mouth  is  well  formed  and  somewhat  large,  and  his  lips  are 
slightly  parted,  slightly  showing  his  upper  teeth.  His  ears  are  large  and 
prominent,  and  he  is  clean  shaven.  FI  is  face  is  expressive  of  adoration  and 
delight.  His  throat  and  neck  are  bare.  His  arms  are  outstretched  and  slightly 
raised.  The  palms  of  his  hands  are  exposed  and  the  fingers  extended.  A lamp, 
of  artistic  shape,  burns  dimly  on  a low  table  or  stool  behind  him.  In  the 
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left  foreground  is  a small  wooden  altar,  smaller  at  the  top  than  at  the  base, 
through  an  opening  at  the  bottom  of  which  are  seen  the  feet  of  a winged 
angel,  who  has  curly  light  brown  hair  and  large  blue  eyes,  and  who  is  standing* 
nude,  and  facing  front,  on  the  far  side  of  it.  His  left  hand  rests  on  a Bible 
which  lies  open  on  the  altar,  and  he  is  playing  with  a lily.  In  the  air,  and 
slightly  behind  the  altar,  is  the  erect  figure  of  the  Infant  Saviour,  turned 
towards  the  saint,  to  whom  He  is  descending.  He  is  nude  with  the  exception 
of  a transparent  white  scarf,  which  crosses  His  body  and  is  thrown  over  His 
left  shoulder,  where  it  floats  in  the  air.  His  hair  is  short  and  flaxen,  and  His 
complexion  fair.  He  is  looking  down  into  the  face  of  the  saint  who  kneels  before 
Him.  With  His  left  hand  He  holds  the  scarf  to  His  body,  while  His  right 
is  uplifted  with  three  fingers  extended.  His  feet  are  slightly  parted.  A gleam 
of  light  surrounds  the  Saviour,  and  reveals  the  presence  of  three  winged  angels 
and  seven  cherubs.  The  former  appear  in  the  air  above  the  saint,  right.  They 
are  nude  with  the  exception  of  light  draperies  of  different  colours,  and  on  their 
faces  rapture  and  delight  are  portrayed.  Two  curly-haired  cherubs  are  seen 
descending  from  above,  centre.  Two  others,  less  distinct,  appear  behind  the 
Saviour,  while  the  remaining  three,  two  of  whom  are  looking  up  into  His  face, 
are  between  Him  and  the  saint.  The  body  of  St.  Anthony  is  illumined 
by  the  presence  of  the  Saviour. 

“276”  is  painted  in  white  in  the  right  lower  corner. 

A picture  of  the  same  subject  formerly  belonged  to  the  Royal  Spanish  Collection, 
but  is  no  longer  there.  As  it  was  by  the  same  artist  as  the  picture  described  above 
(which  was  captured  at  Vitoria)  and  of  similar  dimensions,  it  is  no  doubt  the  same 
painting,  and,  consequently,  the  one  referred  to  by  the  authors  quoted  below. 

Fens,  lViage,  etc.,’  vi.  260  (1782): — “In  the  chamber  of  His  Majesty  there  are  also 
a statuette  of  Our  Lord  bound  to  a column — an  excellent  work  by  Michael  Angelo, 
a half  length  conception,  and  a small  St.  Anthony  of  Padua,  both  by  Mengs,  which 
paintings  and  statuette  His  Majesty  causes  to  be  taken  with  him  to  the  various  Royal 

Palaces.” 

Cean  Bermudez , ‘ Diccionario,  etc.'  iii.  13 1,  says,  in  reference  to  this  picture,  that 
Charles  III.  of  Spain  always  took  it  with  him  when  travelling. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1782. 

Captured  at  Vitoria,  1813.  See  Introduction-. 
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122  ABRAHAM  (?)  DE  HONDT,  1638-1695. 

AN  ENCAMPMENT. 

Canvas.  1 1 x i6^  in. 

This  picture  represents  a small  cavalier  encampment,  at  the  edge  of  a 
wood.  To  the  right  and  left  are  trees,  and  between  them  is  a fine  view  over 
a wooded  valley  to  a mountain  range  in  the  far  distance.  In  front  of  the 
trees,  left,  are  three  tents,  one  brown,  circular,  and  higher  than  the  other  two, 
which  are  white  and  long.  Three  soldiers  are  in  front  of  the  round  tent,  and 
several  figures,  one  a woman,  are  near  the  entrance  to  the  foremost  of  the 
others,  which  a small  red  flag  shows  to  be  the  canteen.  A little  beyond  this 
tent,  in  the  middle  distance,  left  centre,  is  some  rising  ground.  On  it  stands 
a sentry  with  a long  spear,  looking  towards  the  valley ; three  soldiers,  two 
mounted  and  one  on  foot,  are  approaching  him  from  the  valley,  left.  On  this  side 
of  the  rising  ground  a man  and  woman  are  cooking.  Their  cooking  utensil 
hangs  from  a stick,  the  ends  of  which  rest  on  rough  tripods.  Near  them  are 
some  wooden  tubs  and  a bench,  in  front  of  which  are  two  small  dogs.  In  the 
left  foreground  are  three  mounted  officers  and  a led  horse.  The  senior  officer 
has  his  back  to  the  spectator,  one  of  the  others  sits  in  front  of  him  with  his 
hat  in  his  hand,  while  the  other,  on  a prancing  horse,  is  pointing  to  the  valley. 
In  the  right  foreground  is  another  tent,  made  apparently  of  straw.  The  back 
of  a man  is  seen  in  it.  At  the  entrance  two  officers  are  playing  cards  at  a 

stool.  A third,  in  yellow  with  a red  sash,  and  his  sword  at  his  side,  lies  on  the 
ground  with  his  back  to  the  spectator,  watching  the  game.  Each  of  the  players 
is  being  advised  by  a friend  as  to  the  play.  A soldier  with  a long  halberd 
also  stands  watching  the  game,  and  beyond  him  are  two  more  mounted  men 
and  some  foot  soldiers.  Close  to  the  players,  right  centre,  is  an  officer  in  red 
with  a blue  sash,  and  a musket  in  his  hand.  He  is  looking  towards  two 
mounted  officers,  one  on  a white  and  the  other  on  a bay,  who  are  approaching 
the  players.  Beyond  these,  in  the  middle  distance,  are  several  figures,  mounted 
and  on  foot.  There  are  birds  in  the  air.  The  sky  is  blue,  with  grey  clouds. 

Signed  “ de  Hondt”  at  the  bottom  left  centre. 

A white  fleur-de-lis  is  painted  in  the  right  lower  corner.  This  mark  is  found  on  pictures  of 
the  Royal  Spanish  Collections  acquired  during  and  after  the  reign  of  Philip  V.  There  is  an 
indistinct  number  in  the  left  lower  corner. 
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This  coat-of-arms,  which  denotes  that  the  picture  once  belonged  to  the  Collection  of 
Queen  Doha  Isabel  Famese,  second  wife  of  Philip  V.  of  Spain,  at  the  Palace  of  San 
Ildefonso,  is  stamped  on  the  back  of  the  canvas.  Subsequently,  three  hundred  and  eighty- 
seven  of  these  pictures  were  sent  to  Aranjuez. 


Collection — Royal  Spanish,  San  Ildefonso.  Between  1734  and  1760. 

Captured  at  Vitoria,  1813.  See  Introduction. 

50  DIEGO  RODRIGUEZ  DE  SILVA  Y VELAZQUEZ, 

1599-1660. 

FIGURES  AND  STILL  LIFE. 

Canvas.  25  X 40  in. 

In  the  right  foreground  a lad  sits  on  a bench  at  a wooden  table,  over 
which  he  leans,  drinking.  Mis  back  is  turned  to  the  spectator,  and  his  body 
inclined  to  the  left.  His  hair  is  black  and  short,  and  trimmed  round  the  ears. 
His  complexion  is  sallow.  He  wears  a light  brown  doublet  with  wings  on  the 
shoulders.  A dark  g-irdle  is  round  his  waist.  His  left  sleeve  is  torn  at  the 
elbow.  His  trousers  are  dark.  He  has  a white  linen  collar.  His  left  elbow 
rests  on  a narrow  wooden  table  in  front  of  him,  and  he  is  drinking  from  a 
small  circular  bowl,  which  he  holds  in  the  palm  of  his  right  hand,  the  tips  of 
his  fingers  showing.  On  the  opposite  side  of  the  table,  centre,  sits  another 
young  man,  who  likewise  has  short  dark  hair,  but  somewhat  curly.  His  com- 
plexion is  sallow,  his  eyebrows  are  dark,  and  he  has  a slight  dark  moustache 
and  full  lips.  His  dress  is  dark.  His  right  arm  and  hand  rest  on  a white 
napkin  which  lies  on  the  table,  and  he  has  fallen  asleep.  To  the  left  is 
another  rough  wooden  table,  a little  higher  than  the  first,  and  forming  a con- 
tinuation of  it.  On  it,  close  to  the  sleeping  lad’s  shoulder,  is  a small  brown 
earthenware  pitcher  with  handle,  the  upper  part  of  which  is  green  and  glazed. 
Further  to  the  left  is  a larger  brown  pitcher  with  handle,  on  the  mouth  of 
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which  rests  a peach  with  a stalk  and  two  leaves.  Between  the  pitchers,  and 
in  front  of  them,  are  a white  metal  cup  and  three  dishes,  partially  overturned. 
By  their  side,  left,  is  an  overturned  brass  mortar,  in  front  of  which  lies  the 
pestle,  likewise  of  brass.  There  is,  in  this  picture,  a remarkable  effect  of  light 

and  shade.  The  figures  are  half  length  and  nearly  life  size.  Background  dark 
and  indistinct. 

This  picture  (captured  at  Vitoria)  is  the  painting  by  Velazquez  of  the  same  subject 
and  of  similar  dimensions,  mentioned  in  a MS.  Inventory  of  1772  * as  then  forming 
part  of  the  Royal  Spanish  Collections,  whence  it  has  since  disappeared.  In  the 
Inventory  referred  to,  the  picture  is  entered  as  then  hanging  in  the  “ King’s  Retiring 
Room  ” in  the  Royal  Palace,  Madrid,  and  as  coming  from  the  Ensenada  Gallery. 

It  will  be  observed  (see  below)  that  Cumberland  speaks  of  this  picture  as  having  in 
the  background  “a  clear  and  beautiful  landscape,”  whereas  Justi  describes  the  scene  as 
taking  place  in  a “ dark,  rocky  cave.”  These  contradictions  can  only  be  accounted  for  by 
the  supposition  that  the  background  must  at  some  time  or  other  have  been  painted  over. 

Palomino , iEl  Museo , etc .,’  iii.  480  : — “ He  [Velazquez]  painted  another  picture  of 
two  poor  persons  eating  at  a humble  table  on  which  there  are  various  earthen  vessels, 
oranges,  bread  and  other  things,  all  treated  with  remarkable  care.” 

Cumberland , ‘ Catalogue , etc .’  (1787),  54,  Under  the  heading  “King’s  Retiring 
Room”  [Royal  Palace,  Madrid]: — “Velazquez  ....  Peasant  Boys,  eating  and  drinking, 
of  the  size  of  life ; half-length.  In  the  background  a clear  and  beautiful  landscape.” 

Ponz , ‘ Viage ,’  vi.  34,  mentions  a picture  similar  to  the  one  described  above,  and  in 
the  style  of  Velazquez,  as  hanging  in  the  King’s  Retiring  Room,  Royal  Palace,  Madrid. 
As  there  is  now  no  such  picture  in  the  Royal  Collection,  and  as  the  one  here  dealt  with 
was  captured  at  Vitoria,  it  is  probable  that  it  is  identical  with  that  referred  to  by  Ponz. 

Cean  Bermudez,  lDiccionario,  etc  A v.  178. 

Stirling,  ‘ Annals , etc .,’  ii.  581  : — “ ....  two  beggars,  sitting  at  a humble  board 
spread  with  earthen  pots,  bread  and  oranges.” 

Stowe,  ‘ Velazquez  1 99. 

Curtis,  ‘ Velasquez  and  Murillo ,’  37,  No.  85,  85^  and  85g: — “Royal  Palace,  Madrid. 
Inventory  in  1772.  A Bodegon  with  two  boys,  half-length,  seated  at  a table  on  which 
are  a pitcher  and  dishes,  eating  and  drinking.  From  the  Ensenada  Gallery.” 

lTijnes ' January  7,  1888,  reporting  on  the  Winter  Exhibition  at  the  Royal 
Academy: — “Velasquez  is  here  almost  at  his  best.  . . . Two  of  the  pictures  by 

Velasquez  are  comparatively  well  known,  the  Duke  of  Wellington’s  early  work,  ‘Figures 
and  Still  Life’  (125),  which  may  be  compared  with  the  still  more  excellent  ‘Water- 
Seller,’  which  he  exhibited  last  year.  ...  Of  the  Duke  of  Wellington’s  picture,  which 
is,  doubtless,  one  of  those  brought  by  the  great  Duke  from  Spain,  nothing  need  be  said, 
except  that  it  is  a fair  example  of  Velasquez  in  his  ’prentice  stage,  when  he  was  painting 
as  a good  many  of  his  contemporaries  used  to  paint,  with  a great  eye  for  colour,  and 
with  a precision  of  form  very  different  from  the  freedom  to  which  he  afterwards  attained.” 


In  the  Royal  Palace  Archives,  Madrid. 
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lAthen<zum ,’  January  7,  1888,  reporting  on  the  Winter  Exhibition  at  the  Royal 
Academy: — “The  finest  things  in  Gallery  III.  are  Reynolds’s  ‘Marlborough  Family,’ 
....  the  Duke  of  Wellington’s  ‘ Figures  and  Still  Life,’  which  is  much  more  attractive 
than  the  far  better  known  ‘ Aguador  de  Sevilla’  ....  a fine  Velazquez  in  excellent 
condition.” 

Jus ii,  1 Velazquez’  72: — “How  highly  prized  were  these  bambochadas,  even  when  they 
were  little  more  than  studies,  is  evident  from  the  minute  description  which  Palomino 
thought  them  worthy  of  [see  above].  . . . This,  probably  the  other  picture  in  Apsley 
House,  seems  to  be  a study  of  foreshortened  faces.  In  a dark,  rocky  cave  is  seated  a 
young  man  in  vanishing  profile,  applying  to  his  mouth  a brown  bowl,  which  perhaps 
contains  a little  chocolate ; his  companion,  his  head  resting  on  his  arm,  seems  dozing 
over  the  table,  taking  a siesta,  after  the  meal  and  the  wash  up  of  plates  and  dishes. 
A jug  with  an  orange  on  top,  an  overturned  mortar,  a plate,  three  saucers  on  an  upset 
dish,  a green  flask  with  straw  covering — altogether  an  unattractive  scene,  broadly  treated 
in  an  earthy,  inky  tone.” 

Bryan , ‘ Dictionary , etc!  (1889),  ii.  649. 

De  Beruete,  1 Velazquez,'  15  : — “ C’est  h cette  pe'riode  de  jeunesse  qu’appartiennent 
quelques  tableaux  de  Velazquez,  notamment  celui  que  mentionne  1’drudit  Ponz  et  que 
cite  dgalement  l’inventaire  du  palais  en  1772  dans  les  termes  suivants  : ‘ Une  peinture 
qui  represente  une  table  sur  laquelle  il  y a de  la  vaisselle  et  une  cruche ; devant  la 
table  deux  personnages  k mi-corps  assis ; oeuvre  de  Velazquez.’  Ce  tableau  se  trouve 
aujourd'hui  h Londres,  h Apsley  House,  propriete  du  due  de  Wellington  et,  bien  que  ni 
son  sujet  ni  son  arrangement  ne  presentent  un  grand  interet,  il  est  loin  d’etre  indifferent, 
si  Ton  considere  la  fidelite  et  le  relief  avec  lesquels  sont  representes  les  accessoires, 
comprenant,  outre  la  vaisselle  et  la  cruche  que  porte  l’inventaire,  un  mortier  avec  son 
pilon,  un  pot  et  une  orange  posee  sur  la  cruche.  Il  est  facheux  que,  par  suite  de 
restaurations,  les  figures  aient  perdu  de  leur  verve  premibre.” 

De  Beruete , ‘ Velazquez ,’  205,  states  that  this  picture  was  painted  between  1617  and 
1623. 

Mesonero  Romanos,  1 Velazquez]  195. 

Collections — Marquis  de  la  Ensenada.  Before  1772. 

Royal  Spanish.  The  Palace,  Madrid,  1772. 

Captured  at  Vitoria,  1813.  See  Introduction. 

Exhibited — Royal  Academy  (Old  Masters),  1S88. 


136  JAN  BRUEGHEL,  1568-1625. 

ROAD  SCENE,  WITH  FIGURES. 

Panel.  9 1 X 14  in. 

A country  road,  coming  from  the  centre  far  distance  to  the  left  centre  fore- 
ground. On  the  right  a ditch  spanned  by  a plank,  and  a line  of  trees  run  back 
parallel  with  the  road.  To  the  left,  in  the  middle  distance,  buildings  face  the  road, 
and  in  front  of  them  are  several  single  trees.  In  the  far  distance  a wood  beyond 
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a valley.  In  the  right  foreground  two  women  and  a man  converse.  In  front 
of  them  is  a dog,  and  behind  them  a woman  is  sitting  by  the  road-side.  In 
the  left  centre  foreground  is  a covered  waggon  and  three  horses  coming  towards 
the  spectator.  Further  to  the  left  are  some  cattle  driven  by  two  men;  close 
to  them  is  a cart  with  a white  horse  ridden  by  a woman.  Further  to  the  left 
is  an  open  waggon,  with  two  horses,  going  in  the  opposite  direction.  There  is 
a seat  round  the  nearest  tree,  left,  on  which  a man  and  a woman  are  sitting. 
The  latter  has  a child  on  her  knee,  and  another  stands  near  her.  Close  to 
the  tree,  left,  is  a soldier  on  a white  horse.  In  front  of  the  first  house,  left, 
are  figures.  In  the  middle  distance  three  figures  on  horseback  are  approaching. 
The  sky  is  threatening. 

This  picture  is  probably  the  painting  by  Brueghel  mentioned  in  the  MS.  Inventory 
of  the  Royal  Spanish  Collections,  etc.,  of  1772,*  because  the  subject  and  dimensions 
are  the  same,  and  it  was  captured  at  Vitoria  together  with  other  pictures  known  to 
belong  to  those  collections.  In  this  Inventory  it  is  entered  as  “ 148.  Landscape.  A 
group  of  carts  and  horses  descending,”  and  as  then  hanging  in  the  “ Room  of  the 
Infante  Xavier”  in  the  Royal  Palace,  Madrid. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1772. 

Captured  at  Vitoria,  1813.  See  Introduction. 


76  FEREOL  BONNEMAISON,  date  of  birth  unknown — died  1827. 

(After  Raphael.) 

THE  MADONNA  DEL  PESCE. 

Canvas.  84  x 62  J in. 

The  following  description  of  the  original  picture,  of  which  this  is  a copy,  is 
translated  from  Madrazo’s  Catalogue  of  the  Museo  del  Prado,  Madrid  : — 

“365.  The  Virgin  of  the  fish: — The  Virgin  is  seated  on  a cushioned  settee,  her 
attitude  being  full  of  majesty  and  grace.  She  holds  the  Divine  Child  in  her  arms; 
and  He  is  placing  His  hand  on  the  book  which  St.  Jerome  has  been  reading,  the 
latter  saint  being  on  his  knees  at  the  foot  of  the  settee.  The  Child  extends  the 
other  hand  and  inclines  the  whole  body  towards  the  young  Tobias,  who,  full  of 
timidity,  is  approaching ; being  conducted  by  the  angel  Raphael  and  ready  to  prostrate 
himself  at  the  feet  of  the  Mother  and  Child.  Tobias  carries  in  his  hand  the  fish  which 
gives  its  name  to  the  picture.  In  this  extremely  precious  work  there  is  a remarkable 
contrast  between  the  majesty  and  sweetness  of  the  Virgin,  the  interesting  sympathy  of 
the  Child,  the  meditative  gravity  of  St.  Jerome,  the  graceful  and  elegant  figure  of  the 
angel  Raphael,  and  the  inexpressible  ingenuousness  of  Tobias. 


* In  the  Royal  Palace  Archives,  Madrid. 


214 


GALLER Y 


“ Much  has  been  written  and  discoursed  respecting  the  meaning  of  this  picture, 
which  is  entirely  from  the  hand  of  Raphael  but  it  will  suffice  in  our  opinion,  to  bear 
in  mind  the  original  destination  of  the  picture,  to  clear  up  all  doubt  upon  the  matter. 
The  Virgin  of  the  fish  was  painted  about  1513,  for  the  chapel  of  St.  Rosa  in  the 
Convent  of  St.  Domenico  in  Naples,  which  chapel  was  much  frequented  by  persons  who 
suffered  from  maladies  of  the  eyes.  As  St.  Raphael  equal  with  St.  Lucia  is  the  celestial 
advocate  of  those  who  are  afflicted  with  these  maladies  it  is  easy  to  understand  that, 
either  by  special  commission  or  by  choice,  the  Urbinian  (i.  e.  Rafael  Sanzio)  would 
introduce,  with  the  protege  Tobias,  his  powerful  patron  Raphael,  in  a picture  of  the 
Madonna  specially  painted  for  that  chapel.  But,  in  any  case,  as  his  genius  was  so  fertile 
of  suggestion  in  pictures  of  this  description ; and  meaning  was  given  by  him  to  the 
grouping  of  the  most  heterogeneous  personages,  it  is  undoubted  that  he  desired  to  avail 
himself  of  the  uniting  of  these  two  groups ; namely,  the  Virgin  and  Child,  and  St.  Raphael 
and  young  Tobias,  in  order  to  bring  before  the  spectator,  at  a time  when  Protestantism 
was  attacking  so  vigorously  the  traditions  of  the  Church,  the  authenticity  of  the  book  of 
Tobias  and  its  admission  by  the  Church  amongst  the  other  canonical  books  translated 
by  St.  Jerome.  This  explanation  once  being  accepted,  the  meaning  of  the  composition 
of  the  picture  appears  evident.  The  Virgin  and  Child  represent  the  Church  of  Christ,  and 
are  receiving  the  young  Tobias  who  personifies  the  book  of  the  Old  Testament  which 
bears  his  name.  In  order  that  the  acceptance  of  the  book  may  be  the  more  evident 
Jesus  places  his  hand  on  the  volume  of  the  Bible  which  St.  Jerome  is  reading  to  him. 
And  whilst  the  enlightened  Catholic  sees  in  the  work  of  the  great  painter  a defence  of 
his  assailed  faith,  the  simple  crowd  offers  up  its  prayers  and  petitions  to  the  patron  who 
intercedes  for  it  to  God  and  Plis  holy  Mother.  Capecelatro,  in  his  ‘Annals  of  the  city  of 
Naples,’  thus  refers  to  this  picture  in  1638.  “The  Viceroy,  Duke  of  Medina  Celi,  being 
desirous  of  displaying  great  splendour  in  his  palace  conceived  the  idea  of  forming  a 
gallery  of  celebrated  pictures  and  with  the  connivance  of  Father  Ridolfi,  general  of  the 
Dominicans,  took  from  the  convent  Raphael’s  picture  of  Tobias  and  another  very 
remarkable  work  by  Lucas  de  Leyden  as  well  as  many  other  excellent  paintings  from 
various  churches  and  public  establishments.”  Father  Palermo,  in  his  ‘ Narrations  and 
documents  on  the  history  of  the  kingdom  of  Naples,’  adds  to  the  above  information  a 
curious  fact  communicated  by  the  agent  of  Tuscany  to  his  government.  This  agent, 
Vincenzo  Muzzi,  writes  on  the  7th  October,  1642,  that  the  Viceroy,  Duke  of  Medina 
Celi  had  ordered  the  prior  of  the  convent  of  St.  Domenico  to  leave  Naples  within  a few 
hours,  fifty  horsemen  being  deputed  to  accompany  him  to  the  frontier.  The  reason  for 
this  was  that  the  prior  had  complained  to  Rome  that  Father  Ridolfi  the  general  of  the 
order  had  (amongst  other  things)  handed  over  to  the  Viceroy  a valuable  picture  which 
was  the  property  of  the  convent. 

“This  picture  of  Tobias,  presented  to  the  Viceroy,  Duke  of  Medina  Celi  by  the 
general  of  the  Dominican  order,  and  abstracted  from  the  Chapel  of  St.  Rosa  for  which 
it  was  painted,  was  brought  to  Spain  by  the  Duke  about  1644  and  the  following  year 
became  the  property  of  King  Philip  IV.,  who  sent  it  to  the  Escorial  where  the  monks 
of  St.  Jerome  gave  it  the  name  it  has  since  borne  and  also  the  name  of  ‘the  picture  of 
the  five  tablets.’  This  inestimable  gem  passed  through  the  above  related  vicissitudes 
before  the  year  1813.  The  war  of  independence  caused  it  to  be  taken  from  the  Escorial 
to  Paris  where,  in  view  of  the  bad  condition  of  the  panel  it  was  decided  to  transfer  the 
painting  to  canvas.  This  operation  was  most  successfully  performed.  Before  the  picture 
was  restored  to  us  in  1822  with  four  other  Raphaels  which  had  shared  its  fate,  Lord 
Wellington,  a great  admirer  of  the  arts,  caused  to  be  published  by  Bonnemaison,  in 
Paris,  a work  whose  object  it  was  to  make  known  the  five  paintings  which  had  been 
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abstracted  from  the  Peninsula.  This  publication,  commenced  in  1818,  was  completed 
in  1822,  and  the  engravings  which  it  contains  of  the  particular  picture  of  which  we  are 
now  speaking,  are  the  best  reproductions  of  it  which  have  yet  seen  the  light.  When  the 
4 Virgin  of  the  Fish,’  was  brought  back  to  Spain  it  was  restored  to  the  Escorial  and  was 
taken  from  there  to  the  Royal  Museum  by  the  authority  of  the  Queen-Governess  by 
Sr.  Dn.  Jose  de  Madrazo.  In  addition  to  the  engravings  by  Bonnemaison,  which  are 
a general  outline  and  detailed  studies  of  the  various  parts  traced  from  the  original, 
there  exist  other  engravings  of  this  inestimable  work,  as  the  burins  of  Marc  Antonio, 
of  Bartolozzi,  of  Fernando  Selma,  of  Desnoyers,  Lignon,  Pele'e,  Enzing-Muller,  Stenla, 
etc.,  have  been  employed  upon  it.  The  engraving  of  Marco  de  Ravenna  was  not  taken 
from  the  original  but  from  a drawing  with  some  variations.” 

Buchanan , in  a letter  to  the  Chevalier  Bonnemaison,  dated  Paris,  January  1819, 
after  expressing  regret  at  being  unable  to  see  for  the  second  time  the  original  Raphaels 
of  which  Bonnemaison  had  made  copies  for  the  first  Duke  of  Wellington,  writes  : — 
“ . . . . yet  I have  felt  that  disappointment  much  alleviated  in  viewing  the  fine  and 
faithful  copies  which  you  have  made  of  these  inimitable  productions,  which  must  ever 
be  prized  by  every  lover  of  art.”  He  then  suggests  that  they  should  be  exhibited 
without  charge  in  London  and  offers  the  use  of  his  own  gallery  in  Pall  Mall  for  the 
purpose. 

Passavant , ‘Tour,  etc.,'  i.  173  : — 44  In  a third  apartment  are  placed  the  copies  of  the  four 
Raphaels  which  the  French  carried  off  from  Spain  after  the  Battle  of  Vittoria.  These 
pictures  also  narrowly  escaped  falling  into  the  hands  of  the  English  • the  waggon  in 
which  they  were  packed  being  still  seen  driving  away  in  the  distance.  The  better  part 
however,  of  recovering  them  in  Paris  and  restoring  them  to  the  rightful  owner,  was 
reserved  for  the  Duke.  Before  their  return  to  Spain,  these  four  pictures  were,  at  his 
request,  cleaned  and  restored  by  Bonnemaison,  on  which  occasion  the  Duke  obtained 
permission  to  have  them  copied.  ....  The  subjects  of  these  copies  are  4 La  Madonna 
des  Peches  ’ [r/V] ; the  Holy  Family  called  ‘ La  Perle  ’ ; the  4 Salutation  of  the  Virgin  ’ ; and 
4 Christ  bearing  His  Cross.’  They  possess  considerable  merit  as  copies  and  give  very 
adequate  ideas  of  the  originals.” 

Waagen,  4 Art  and  Artists ,’  ii.  300. 

Hazlitt,  4 Criticisms  on  Art,’  Appendix  lv. 

Stirling,  4 Annals , etc.',  ii.  523. — 44  To  him  [Philip  IV.]  the  Escurial  likewise  owed 
Rafael’s  heavenly  4 Virgin  of  the  Fish’  carried  with  the  ‘Spasimo’  and  the  ‘Pearl’  to 
Paris,  by  Napoleon ; but  happily  restored  to  the  Queen  of  Spain’s  gallery. 

4 Quarterly ,’  xcii.  457. 

4 Athenceum ,’  January  8,  1853. 

Waagen,  ‘ Treasures ,'  ii.  274: — 44  My  attention  was  here  attracted  by  very  interesting 
copies  of  the  celebrated  works  of  Raphael  in  Spain,  namely,  the  Spasimo  di  Sicilia,  the 
Madonna  with  the  Fish,  the  picture  called  The  Pearl,  and  The  Visitation,  all  of  which  the 
Duke  caused  to  be  copied  of  the  size  of  the  originals  while  they  were  at  Paris.” 

Bought  by  the  first  Duke  of  Wellington,  1818,  from  M.  Fereol  Bonnemaison. 

Exhibited — British  Institution,  1822,  when  it  was  called  44  The  Virgin  and  Child,  known  as 
4 Madonna  de  la  Pesce.’  ” 
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48  SALVATORE  ROSA,  1615-1673. 

BATTLE  SCENE. 

Canvas.  32  J x 59!  in. 

This  picture  represents  a fierce  hand-to-hand  fight  between  horsemen  of 
ancient  times.  It  takes  place  in  front  of  three  Corinthian  fluted  columns,  united 
at  their  summit  by  blocks  of  stone — all  that  remains  of  an  ancient  temple.  The 
chief  figure  is  that  of  a knight  on  a white  charger,  in  profile  to  the  right. 
He  wears  a helmet  with  white  ostrich  feathers,  and  armour  breast-plate,  and  a 
blue  scarf  over  the  left  shoulder  falls  down  his  back  to  his  waist,  below  which 
is  seen  the  skirt  of  his  pink  uniform.  His  arms  are  bare,  as  also  his  legs  down 
to  the  knee  below  which  they  are  bandaged,  and  he  wears  sandals  on  his  feet. 
He  leans  forward  on  his  horse,  with  spear  in  hand,  as  he  gallops  over  the 
body  of  another  white  horse  on  the  ground  with  a bleeding  wound  on  its 
quarter,  towards  a knight  on  a brown  horse,  in  front  of  him.  The  latter  also 
wears  a helmet  and  armoured  breast-plate,  beneath  which  is  a flowing  yellow 
robe.  His  legs  are  bare  and  he  wears  sandals.  He  turns  in  his  saddle  to 
receive  with  uplifted  spear  the  attack  of  his  antagonist.  Supporting  these  two 
principal  figures  are  many  other  mounted  men  similarly  attired,  and  armed  with 
spears,  who  take  part  in  the  general  conflict.  In  the  right  foreground  an  unhorsed 
knight  leans  over  a piece  of  rock,  on  which  he  supports  himself  with  both 
hands.  He  has  lost  his  helmet,  and  has  a wound  in  his  back  bleeding  pro- 
fusely and  caused  by  a spear,  a fragment  of  which  is  seen  protruding  from  the 
wound.  He  has  armour  on  his  shoulders  and  his  back  is  bare.  His  arms  also 
are  bare  from  the  elbows  downwards.  From  his  waist  hangs  a material  of 
blue  and  gold,  and  he  has  sandals  on  his  feet.  Above  him,  right,  rises  a 
wooded  rock.  In  the  foreground,  centre,  under  the  first  mentioned  white  horse, 
lies  a dead  warrior  with  his  head  resting  on  a blue  scarf.  Further  to  the  left, 
lies  another  under  a brown  riderless  horse.  In  the  left  foreground  is  a plank 
lying  on  the  ground.  In  the  left  middle  distance,  horsemen  are  seen  galloping 
across  the  front  of  a fortress  seen  on  the  summit  of  a rock.  Mountains  rise 
beyond  the  fortress,  and  in  the  right  far  distance  is  a range  of  hills.  The  sky 
is  blue,  with  white  clouds. 

Signed  5c  on  the  plank  in  foreground,  left. 

“159”  is  painted  in  white  below  the  plank. 

Collection — Royal  Spanish. 

Captured  at  Vitoria , 1S13.  See  Introduction. 
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67  ADAM  ELSHEIMER,  1574-1620. 

JUDITH  AND  HOLOPHERNES. 

Copper.  9I  X 7 in. 

It  is  said  that  about  659  B.c.  Judith,  a Jewish  widow  living  at  Bethulia,  slew  Holophernes,  the 
general  of  Nabuchodonosor,  king  of  Assyria,  when  he  came  to  lay  siege  to  that  town.  In  order  to 
save  her  country  she  went  to  see  him.  He  was  so  struck  by  her  beauty  that  he  invited  her  to  a 
feast,  during  which  he  became  so  intoxicated  that  she  was  able  to  sever  his  head  from  his  body. — 
Apocrypha , Judith  xiii. 

An  interior.  On  the  right  is  a table  covered  with  a cloth,  and  on  it  are 
an  embossed  silver  ewer,  a lighted  candle,  two  round  glass  bottles  containing 
liquid,  and  a dish  of  grapes.  On  the  left  is  a bed  or  couch  covered  with  a 
greenish  material,  and  above  it  hangs  a drapery  of  like  colour.  At  the  foot 
of  the  bed  is  a pedestal  on  which  is  a lighted  candle.  On  the  bed  lies  Holo 
phernes,  on  his  back,  nude  with  the  exception  of  a red  and  white  garment 
across  his  legs,  which  are  drawn  up.  His  head,  with  a deep  gash  across 
the  throat  from  which  blood  is  pouring,  hangs  over  the  head  of  the  bed,  and 
his  hands  are  raised,  with  clenched  fists.  By  his  side,  centre,  stands  Judith. 
She  is  supporting  his  head  with  her  left  hand,  while  the  right  is  upheld  ready 
to  deliver  another  blow  with  the  instrument  she  holds  in  it.  Above  her  fore- 
head is  a jewelled  ornament  in  which  is  a large  ruby.  Her  hair  is  light  and 
plaited,  and  has  a cloth  over  it  at  the  back.  She  wears  a white  shirt  with 
loose  sleeves,  and  a coloured  sleeveless  bodice  over  it.  Her  skirt  is  of  similar 
material,  and  a red  drapery  is  thrown  round  her  waist.  At  the  end  of  the 
room  is  a doorway,  in  front  of  which  hangs  a curtain,  through  which  a figure  is 
looking.  Above  the  door  and  along  the  ceiling  is  a painted  frieze. 

A white  fleur-de-lis  is  painted  in  the  right  lower  corner.  This  mark  is  found  on  pictures 
of  the  Royal  Spanish  Collections  acquired  during  and  after  the  reign  of  Philip  V.  This  picture, 
therefore,  formed  part  of  one  of  the  Royal  Collections  in  Spain. 

Collection — Royal  Spanish,  Madrid.  Between  1734  and  1760. 

Captured  at  Vitoria,  1813.  See  Introduction. 

145  GIOVANNI  PAOLO  PANNINI  or  PANINI,  1691  or 95-1764. 

THE  SPANISH  EMBASSY  IN  THE  PIAZZA  DI  SPAGNA,  ROME,  IN  1727. 

Canvas.  17A  x 38!  in. 

This  picture  represents  a scene  of  public  rejoicing  near  the  Spanish 
Embassy  in  the  Piazza  di  Spagna,  Rome,  in  1727,  probably  on  the  occasion  of 
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the  ratification  of  the  treaty  of  Vienna  in  that  year.  On  the  far  side  of  the 
Piazza  is  the  Embassy  House,  an  imposing  grey,  five-storey  palace,  which  is 
entered  by  a high  stone  archway  surmounted  by  a coat-of-arms  in  stone,  and 

flanked  on  either  side  by  a smaller  archway.  These  entrances  are  not  in  the 

centre  of  the  building,  being  nearer  the  left  side  of  it  than  the  right.  Under 
the  projecting  roof  and  above  the  entrance  are  two  coats-of-arms,  one,  those 
of  Spain,  and  the  other  presumably  those  of  the  Cardinal  Ambassador.  There 
is  a balcony  in  front  of  the  house  on  either  side  of  the  entrance,  and  level 
with  the  third  story.  There  are  people  on  both.  Sentries  guard  the 

entrance,  out  of  which  a large  two-horse  coach  is  being  driven  from  the 
interior  yard.  A street  runs  down  one  side  of  the  building,  right  centre. 
Further  to  the  right  are  several  smaller  houses  of  different  sizes,  one  of  which 
has  a large  balcony.  In  the  right  foreground  is  a circular  fountain  surrounded 
by  low  stone  pillars,  and  on  which  is  a large  boat.  On  the  other  side  of  the 

centre  building,  left,  are  also  several  houses  of  minor  importance.  That  end 

of  the  piazza,  left,  is  formed  by  an  artificially  constructed  rock,  at  the  base  of 
which  are  arched  entrances  into  what  appears  to  be  a cavern.  Half-way  up 
this  rock,  on  a large  ledge,  is  an  improvised  sheet  of  water,  on  which  allegorical 
subjects  arc  represented  by  coloured  figures.  Above  this  rock  is  a temporarily 
constructed  temple  of  fame,  probably  intended  to  represent  the  apotheosis  of 
Spain.  Close  to  the  entrances  to  the  cavern,  below,  are  a number  of  two-horsed 
coaches,  and  near  them  are  several  gentlemen  looking  up  in  admiration  at  the 
representation  on  the  rock.  In  the  left  centre  foreground  is  a circular  fountain 
of  wine,  round  which  is  a square  red  wooden  enclosure,  from  the  inside  of 
which  wine  is  being  ladled  into  various  vessels  held  up  to  receive  it  by  people 
outside.  A procession  of  carriages,  headed  by  a gilt  one  in  which  a cardinal 
in  red,  and  his  attendants  are  seated,  preceded  and  followed  by  men  on  foot 
in  blue  and  white  uniforms,  have  emerged  from  the  palace  and  are  proceeding 

right.  The  cardinal  is  in  all  probability  Cornelio  Bentivoglio  (then  Spanish 

Ambassador  in  Rome),  on  his  way  to  the  Vatican.  Pedestrians  in  holiday 
attire  are  to  be  seen  walking  about  the  piazza  in  all  directions.  In  the  right 
centre  foreground  is  a dog.  The  sky  is  blue  and  slightly  clouded. 

Signed,  “ T.  P.  Panini  placenia,  Roma  172 7,”  on  enclosure  of  the  wine 
fountain. 

In  the  MS.  Inventory  of  the  pictures  captured  at  Vitoria,  made  by  Mr.  Seguier  on 

their  arrival  in  London,  this  picture  was  erroneously  called  “ Entrance  of  the  Nuncio 

into  Madrid.”  The  principal  building  is  the  old  Spanish  Embassy  in  Rome,  which  has 
belonged  to  the  Spanish  Government  as  their  Embassy  house  for  the  last  three  hundred 
years. 

Captured  at  Vitoria,  1813.  See  Introduction. 
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65  FLEMISH  SCHOOL  (16th  Century). 

THE  LAST  SUPPER. 

Panel.  7 |-  x 6 ’-  in. 

(St.  Matthew,  xxvi. ; St.  Mark,  xiv.  ; St.  Luke,  xxii. ; St.  John,  xiii.) 

In  a small  chamber  of  a ruined  palace  is  a circular  table  covered  with  a 
white  cloth,  on  which  are  a large  glass,  a round  cake,  etc.  On  the  far  side, 

facing  front,  stands  our  Lord,  in  a blue  robe  and  with  a halo  above  His  head. 
He  has  His  back  to  a stone  archway,  through  which  is  seen,  in  a garden,  an 
imposing  building,  under  a blue  sky  with  light  clouds,  the  hall  of  which  is 
crowded  with  people.  Round  the  table  sit  eleven  of  the  Apostles  on  chairs 
and  stools  of  different  descriptions,  while  the  twelfth,  in  a green  robe,  is  entering, 
left,  carrying  a dish.  Our  Lord  is  in  the  act  of  breaking  the  bread.  On  His 
left  sits  St.  John,  in  a lilac  robe,  asleep,  with  his  head  resting  on  his  arms, 
which  are  crossed  on  the  table  in  front  of  him.  Opposite  our  Saviour,  and 
with  his  back  to  the  spectator,  is  seated  Judas,  who  wears  a red  cap,  and  a 

grey  robe  with  white  girdle.  A square  cloth  hangs  down  his  back  from  his 

shoulders.  He  is  talking  to  the  Apostle  sitting  on  his  right,  who  has  a white 
cloth  on  his  head,  long  grey  hair  and  a long  pointed  grey  beard,  and  who 
wears  a red  and  grey  sleeveless  robe  over  a brown  under-coat.  To  the  left  of 
Judas  sits  another  Apostle,  with  grey  hair  and  beard,  wearing  a white  robe 
under  a red  mantle ; he  is  about  to  cut  a loaf  of  bread.  On  the  ground 
behind  Judas’s  chair  is  a leather  bag,  out  of  which  some  money  has  fallen  on 
to  the  floor.  Close  to  it,  right,  is  a tall  metal  jug  with  a handle,  and  on  the 
other  side  is  a sprig  of  hyssop.  In  the  left  foreground  is  a basket.  Over 
our  Saviour’s  head,  on  a plank  across  the  archway,  are  a white  and  a grey 
pigeon.  Every  apostle  with  the  exception  of  Judas  has  a halo  over  his  head. 

Mr.  W.  H.  J.  Weale  believes  this  panel  to  be  one  of  a series  which  belonged  to 

Margaret  of  Austria,  were  inherited  by  Charles  V.,  and  sent  by  him  to  Spain.  Fifteen 

of  this  series  are  now  in  the  possession  of  the  Queen  of  Spain,  and  are  stated  in  the 
catalogue  to  be  by  Van  Eyck  (John  of  Flanders).  When,  however,  the  pictures  captured 
at  Vitoria,  of  which  this  is  one,  were  unpacked,  and  a list  made  of  them  by  Mr.  Seguier, 
the  panel  was  attributed  to  Albert  Diirer. 

Captured  at  Vitoria , 1813.  See  Introduction. 
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55  SCHOOL  OF  RUBENS. 

HERCULES  AND  ACHELOUS. 

Canvas.  26}  X 18J-. 

Hercules  wrestled  with  Achelous  for  the  possession  of  Deianira,  daughter  of  King  Oeneus, 
who  was  betrothed  to  them  both,  but  as  Achelous  had  the  power  of  assuming  all  shapes,  the 
contest  was  long  dubious  : first  he  turned  himself  into  a serpent,  then  into  a bull,  but  Hercules 
plucking  out  one  of  his  horns,  forced  him  to  submit. 

Companion  picture  to  No.  75.  Hercules,  nude  with  the  exception  of  a 
red  cloth  falling  from  his  right  shoulder,  is  wrestling  with  a brown  and  white 
bull.  He  has  light  unkempt  hair,  and  beard  and  moustache  of  the  same 
colour.  He  kneels  on  his  right  knee,  and  has  passed  his  left  leg  over  the 

animal’s  neck,  while  he  holds  its  head  to  the  ground  with  both  hands,  which 

grasp  the  horns  tightly.  His  body  is  turned  to  the  left,  while  his  head,  facing 
nearly  front,  is  inclined  downwards  as  he  looks  at  the  bull’s  head.  Violent 
exertion  is  depicted  on  his  face.  The  sky  is  blue  and  cloudy. 

This  picture  and  its  companion,  No.  75,  are  without  doubt  two  of  four  paintings 
(school  of  Rubens)  mentioned  in  the  MS.  Inventory  of  the  Royal  Spanish  Collections,  etc., 

of  1789,*  because  (a)  the  subjects  and  dimensions  are  the  same;  (b)  two  of  the  four 

paintings  mentioned  in  the  Inventory  are  no  longer  in  the  Royal  Spanish  Galleries ; 
(c)  the  picture  above  described  and  its  companion  were  captured  at  Vitoria  at  the  same 
time  as  other  pictures  known  to  belong  to  those  collections.  In  this  Inventory  they  are 
entered  as  “4  pictures  ....  ‘Hercules  Slaying  the  Bull,’  ‘Breaking  the  Lion’s  Jaw,’ 
and  two  others.  Style  of  Rubens”;  and  as  then  unhung  in  the  Royal  Palace,  Madrid, 
and  valued  at  ^42  the  pair. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1789. 

Captured  at  Vitoria,  1813.  See  Introduction. 


201  AFTER  TITIAN  (Tiziano  Vecelli),  who  was  born  1477 

and  died  1576. 


SLEEPING  VENUS. 

Canvas.  46  x 65  in. 

Venus  is  said  to  have  sprung  from  the  froth  of  the  sea.  By  the  Greeks  she  wras  called 
Aphrodite.  As  soon  as  she  was  bom  she  was  laid  like  a pearl  in  a shell,  instead  of  in  a cradle,  and 


* In  the  Royal  Palace  Archives,  Madrid. 
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was  driven  by  Zephyrus  upon  the  Island  of  Cythera,  where  the  Horse  received,  educated,  and 
adorned  her.  When  she  came  of  age  they  carried  her  to  heaven  and  presented  her  to  the  gods, 
all  of  whom,  captivated  by  her  beauty,  wished  to  marry  her.  She  eventually  married  Vulcan. 

Full  length.  Life  size,  nude,  lying  from  left  to  right  on  a crimson  couch, 
asleep,  her  head  turned  to  the  front  and  resting  on  her  right  arm.  Rocky 
landscape  with  buildings  and  figures  and  blue  sky  in  the  distance. 

This  picture  belonged  to  a dealer  named  Barrett,  in  the  Strand,  and  was  purchased  in 
1859  by  the  second  Duke  of  Wellington,  on  the  advice  of  Baron  Marochetti,  who  pro- 
nounced it  to  be  a genuine  Titian.  The  correspondence  between  the  Duke  and 
Mr.  Barrett  on  the  subject,  shows  that  the  latter  at  first  asked  gj2ooo  for  the  picture, 
and  that  the  Duke  made  an  offer  of  f^8oo  which  was  at  once  accepted.  The  Duke 
subsequently  learnt  that  Mr.  Barrett  had  bought  the  picture  for  about  ^12. 

The  following  advertisement  respecting  this  picture  appeared  in  the  Athenceum , April  30, 
1859: — “To  the  Nation. — I am  willing  to  place  my  picture  (of  the  inimitable  Sleeping 
Venus)  in  the  hands  of  the  trustees  of  the  National  Gallery  for  exhibition,  and  for  comparison 
against  the  finest  Titians  this  country  possesses.  It  has  been  viewed  by  thousands,  and  the 
greatest  connoisseurs  of  this  and  other  countries  pronounce  it  to  be  the  finest  picture  they 
have  ever  seen.  Admission  15. — J.  C.  Barrett,  369  Strand.” 

The  authenticity  of  the  picture  having  evidently  been  doubted,  the  following  editorial 
statement  appeared  in  the  Athenceum,  September  10,  1859: — 

“ Mr.  J.  C.  Barrett  desires  to  protest  against  some  disparaging  remarks  on  a picture 
called  ‘A  Venus,  by  Titian’,  recently  in  his  possession,  and  now  the  property  of  the  Duke 
of  Wellington ; which  remarks — not  of  our  making — he  considers  derogatory  to  his  honour 
and  judgment. 

‘ Whatever  opinion,’  he  says,  ‘ may  have  been  formed  respecting  the  work  of  art 
referred  to,  I must  assure  you  that  artists  and  connoisseurs  from  all  parts  of  the  world  have 
pronounced  it  to  be  a genuine  Titian.  I have  myself  been  in  business,  in  the  Strand,  as  a 
picture  dealer,  for  twenty-three  years,  and  believe  that  I have  had  ample  opportunities  for 
becoming  so  well  skilled  in  my  business,  that  I can  tell  a genuine  picture  from  a mere  copy. 
I believe  the  ‘ Venus  ’ in  question  to  be  by  the  hand  of  the  great  master,  and  not  a copy. 
I am  willing  to  give  Jfioo  provided  a facsimile  of  my  late  Titian  can  be  produced.’  ” 

Crowe  and  Cavalcasellc , lThe  Life  of  Titian ,’  i.  274: — “The  Venus  of  Darmstadt 
and  the  Venus  of  Lord  Ellesmere  must  have  been  painted  at  the  time  of  which  we  are 

now  treating  [1523] The  copies  which  were  made  of  it  show  the  surprising 

popularity  of  the  subject,  and  it  is  curious  to  observe  that  most  of  these  copies  found 
their  way  to  England,  one  being  in  the  mansion  of  the  Duke  of  Wellington  in  London.” 
P.  275. — “The  Darmstadt  Venus  No.  250  in  the  Grand  Ducal  Museum  of  Darmstadt- 
on  canvas,  m.  1.30  h.  by  1.66  br. — is  so  injured,  that  the  catalogue  does  not  venture 

to  assign  it  to  Titian Of  the  copies  and  replicas  of  this  picture,  the  following 

notes  may  be  of  interest.  ‘ London , Duke  of  Wellington,  Apsley  House. — Replica  of  the 
above,  under  Titian’s  name,  by  a Venetian  of  Titian’s  school, — on  canvas,  etc.  etc.’” 

Bought  by  the  second  Duke  of  Wellington , 1859,  for  ff&oo,  from  Mr.  J.  C.  Barrett. 
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92  TIZIANO  VECELLI  (Titian),  1477-1576. 

TITIAN’S  MISTRESS. 

Cativas.  38 1 x 28  in. 

Three-quarters  length.  Life  size.  Body  turned  to  the  front.  The  head- 
dress, which  is  most  indistinct,  appears  to  be  a hat  with  a white  feather,  placed 
on  the  right  side  of  the  head.  Her  hair  is  light  and  curled  closely  to  her 
head,  a broad  plait  being  drawn  round  the  back  of  it.  Her  forehead  is  some- 
what low.  Her  eyebrows  are  straight,  thin  and  dark.  Her  eyes  are  large, 
round  and  blue.  Her  nose  is  straight  and  her  mouth  well  formed.  Her 
cheeks  are  full  and  her  complexion  fair.  A blue  and  red  robe  is  thrown 

loosely  over  a white  linen  underdress,  leaving  her  left  shoulder  and  breast  bare. 
With  her  right  hand  she  holds  up  her  robe,  and  with  her  left  the  linen 
garment.  She  wears  pearl  earrings,  a single  row  of  pearls  round  her  neck,  a 
bracelet  on  her  left  wrist,  and  a ring  on  the  little  finger  of  her  left  hand. 

She  also  wears  a ring  on  the  fourth  finger  of  her  right  hand.  Background  dark 
and  indistinct. 

“ 49  ” is  painted  in  red  in  the  centre  foreground. 

This  picture  is  one  of  the  eight  paintings  by  Titian  mentioned  in  the  MS.  Inventory 
of  the  Royal  Spanish  Collections,  etc.,  1772,*  in  which  they  are  entered  as  “Nos.  42, 
45,  85,  39,  46,  1 18,  39,  39 — eight  similar  portraits,  more  than  half-length,  by  Titian, 
one  a portrait  of  himself,  another  of  his  wife,  and  the  others  unknown  persons.  They 

were  originally  all  ovals,  but  have  been  made  square.”  They  then  hung  in  the  “King’s 

Antechamber”  in  the  Royal  Palace,  Madrid.  The  original  oval  shape  can  still  be  traced 
in  the  picture. 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1772. 

Captured  at  Vitoria,  1813.  See  Introduction. 


70  GIOVANNI  BATISTA  SALVI  (Sassoferrato),  1605-1685. 

THE  HOLY  FAMILY. 

Canvas.  61  £ X 46 1 in. 

In  the  left  foreground,  on  a stone  bench,  sits  the  Virgin.  Behind  her  is 
some  ornamental  architecture.  Her  body  is  inclined  slightly  to  the  right.  She 
wears  a loose  red  robe,  cut  low  and  showing  her  neck  and  a portion  of  her 


* In  the  Royal  Palace  Archives,  Madrid. 
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shoulders.  A dark  cord  is  round  her  waist,  and  the  ends  of  a blue  mantle 
thrown  over  her  left  shoulder,  meeting  in  front,  envelope  the  lower  part  of  her 
body.  Her  hair  is  fair  and  parted  down  the  centre.  Her  eyebrows  are  some- 
what darker,  low  and  well  defined.  Her  eyes  are  looking  down.  Her  nose  is 
straight  and  her  mouth  well  formed.  Her  complexion  is  fair.  The  expression 
of  her  face  is  pensive.  A light  lilac  cloth  is  wound  round  her  head,  one  end 
falling  over  her  left  shoulder.  A similar  cloth  of  white  material  encircles  her 
shoulders.  Her  right  arm  falls  by  her  side,  and  in  the  right  hand  she  holds  a 
small  open  book.  Her  feet  are  in  sandals,  the  left  resting  on  a low  stool.  On 
her  left  knee  sits  the  Infant  Jesus,  nude  with  the  exception  of  a white  cloth 
round  His  left  thigh.  His  body  is  turned  to  the  front.  His  hair  is  short,  fair 
and  curly.  His  complexion  is  fair.  His  eyes  are  large  and  blue,  and  looking 
upward.  His  face  is  full  and  round.  His  left  leg  hangs  in  front  of  the  Virgin’s 
left  knee,  and  His  right  foot  rests  on  her  right  leg.  In  His  left  hand,  which 
is  upraised,  He  holds  a small  bird,  while  with  His  right  hand,  which  is  brought 
across  His  body,  He  points  to  the  head  of  young  St.  John  the  Baptist,  who,  in 
the  right  foreground,  is  kneeling  with  his  right  leg  on  the  stool  on  which  is  the 
Virgin’s  foot.  He  is  stooping  with  his  body  inclined  to  the  left,  and  his  left 
knee  bent.  He  is  nude  with  the  exception  of  a brown  ragged  garment  hanging 
from  his  right  shoulder  and  enveloping  his  body  from  his  waist  to  his  knee. 
His  hair  is  short,  brown  and  curly.  His  complexion  is  fair  and  his  face  full. 
In  his  left  hand  he  holds  a long  light  cross,  with  a scroll  bearing  the  inscription 
“ Ecce  Agnus  Dei”  floating  over  his  left  shoulder.  His  right  hand  is  raised 
towards  the  left  foot  of  the  Saviour,  which  he  is  about  to  kiss.  Lying  on 
the  ground  close  to  him,  right  foreground,  is  a small  lamb.  Behind  him  sits 
Elizabeth,  in  a violet  robe  covered  by  a large  yellow  mantle.  She  has  a 
white  cloth  over  her  head,  and  both  her  hands  are  raised  in  prayer,  as  she 
gazes  at  the  group  in  front  of  her.  Her  face  is  sallow  and  her  neck  wrinkled. 
Beyond  her,  in  the  right  middle  and  far  distances,  is  a landscape  with  trees, 
buildings,  and  a blue  and  cloudy  sky. 

Waageti , ‘ Treasures ,’  ii.  277  : — “A  Holy  Family:  a large  picture,  noble  in  expression, 
warm  in  colouring,  and  of  careful  treatment.” 

Captured  at  Vitoria , 1813.  See  Introduction. 
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68  GIOVANNI  FRANCESCO  BARBIERI  (Guercino),  1591-1666. 

VENUS  AND  CUPID. 

Canvas.  44}  x 33  s in. 

Venus  is  said  to  have  sprung  from  the  froth  of  the  sea.  By  the  Greeks  she  was  called 
Aphrodite.  As  soon  as  she  was  born  she  was  laid  like  a pearl  in  a shell,  instead  of  in  a cradle,  and 
was  driven  by  Zephyrus  upon  the  Island  of  Cythera,  where  the  Horae  received,  educated,  and 
adorned  her.  When  she  came  of  age  they  carried  her  to  heaven  and  presented  her  to  the  gods, 
all  of  whom,  captivated  by  her  beauty,  wished  to  marry  her.  She  eventually  married  Vulcan. 
Cupid,  the  son  of  Jupiter  and  Venus,  although  the  youngest  of  all  the  celestial  gods,  was  perhaps 
the  most  powerful,  on  account  of  the  influence  he  possessed  over  their  hearts.  He  was  the  god  of 
love.  Without  his  assistance  even  his  mother  Venus  was  powerless,  as  evidenced  by  her  own 
confession  in  Virgil. 

Companion  picture  to  No.  65.  Venus  is  represented  three-quarters  length 
and  life  size,  body  to  the  front  and  head  inclined  to  the  left.  Her  hair  is  light, 
and  a large  plait  crosses  her  head  towards  the  back  of  it,  where  it  is  fastened 
in  the  centre  by  a gold  ornament,  in  the  centre  of  which  is  a precious  stone. 
Her  complexion  is  fair.  Her  eyebrows  are  thin,  dark  and  straight.  Her  eyes 
are  large  and  dark.  Her  nose  is  straight  and  slightly  red,  and  her  mouth,  at 
the  corners  of  which  are  strongly-marked  dimples,  is  well  shaped.  She  is  nude 
to  the  waist,  and  a yellow  drapery,  thrown  over  her  right  arm,  falls  in  front  of 
her  body,  the  lower  portion  of  which  it  conceals.  Her  right  arm  is  bent 
upwards  from  the  elbow.  The  hand  is  closed  with  the  forefinger  erect.  Over 
her  left  shoulder  is  also  a yellow  drapery.  On  a wall  in  front  of  her  is 
Cupid,  nude,  with  his  back  to  the  spectator  and  his  head  turned  to  the  left. 
He  is  kneeling  with  his  right  knee  on  a red  cushion.  With  the  left  leg,  slightly 
bent  at  the  knee,  he  is  standing.  His  hair  is  light,  short  and  wavy.  His 
complexion  is  fair,  and  his  eyes  large  and  dark.  His  nose  is  small  and  his 
cheeks  full.  In  his  left  outstretched  hand  he  holds  a small  bow  in  front  of 
the  body  of  his  mother,  while  his  right  hand  is  raised  in  the  act  of  taking  an 
arrow  out  of  a quiver  which  Venus  holds  for  him  in  her  left  hand,  the  fingers 
of  which  are  just  visible.  A dark  drapery  fringed  with  gold  forms  a back- 
ground to  the  heads  of  the  two  figures,  beyond  which,  left,  is  a light  blue  sky. 

The  canvas  of  this  picture  is  square,  although  the  frame  of  the  mount  is  oval.  On  the 
stretcher  at  the  back  of  the  picture  is  a label  on  which  is  the  following  : “ Venus  et  l’amour  deux 
figures  de  grandeur  naturelle,  en  Oval  par  Gio.  francisco  Barbieri  dit  le  Guerchin  nd  k Ceuto  en 
1590  mort  1666.” 

Bought  by,  or  presented  to,  the  first  Duke  of  Wellington. 


Giulio  Romano  punt 


Helio  Braun  Clement  6k  C® 


/ / ><'//// 


>?/  / />//,/ 


GALLER Y 


225 


88  GIULIO  DEI  GIANNUZZI  (Giulio  Pippi  or  Giulio  Romano), 

1492-1546. 

VIRGIN  AND  CHILD. 

Panel.  18 1 x 13^  in. 

The  Virgin,  with  her  body  turned  to  the  right  and  her  face  to  the  front, 
is  sitting  on  a semicircular  chair  with  golden  legs,  and  a back  consisting  of  a 
narrow  red  semicircular  band  with  a fringe  of  a deeper  shade  of  the  same 
colour.  Over  her  head  is  a halo.  Her  hair  is  fair  and  plaited  on  the  top.  A 
white  band  with  green  stripes  is  passed  round  it,  and  tied  in  a bow  on  the  top 
of  her  head.  Her  complexion  is  fair.  Her  eyes  brown  and  large,  with  thin 

and  clearly  defined  eyebrows.  Her  nose  is  long  and  straight  Her  mouth 

somewhat  large,  and  her  chin  a little  pointed.  She  wears  a lilac  robe  and  blue 
skirt,  and  over  her  shoulders  is  a light  pink  shawl.  Her  face,  which  is  bent 
forward,  rests  on  the  forehead  of  the  Infant  Saviour,  Who  sits  on  her  knee, 
with  His  body  turned  towards  her  and  His  face  to  the  front,  and  round 
Whose  back  the  Virgin’s  hands  are  clasped.  He  has  a halo  over  His  head. 
His  hair  is  reddish  and  wavy,  and  His  complexion  is  fair.  His  forehead  is 
high,  and  His  face  round  and  full.  He  wears  a short-sleeved  garment  of  a 

greenish  hue.  His  arms  are  bare,  as  are  His  legs  below  the  thigh.  His  left 

elbow  rests  on  the  right  arm  of  the  Virgin,  and  His  feet  hang  over  her  right 
leg.  Beyond  the  chair,  right,  is  a table,  on  which  is  an  open  book,  and 

beyond  it  a high,  wooden,  carved  candlestick  in  which  a nearly  consumed 
candle  is  burning  brightly.  Background  dark  and  indistinct. 

A picture  of  the  same  subject  formerly  belonged  to  the  Royal  Spanish  Collection, 
but  is  no  longer  there.  As  it  was  by  the  same  artist  as  the  picture  described  above 
(which  was  captured  at  Vitoria)  and  of  similar  dimensions,  it  is  no  doubt  the  same 
painting,  and,  consequently,  the  one  referred  to  by  the  authors  quoted  below. 

Twiss , ‘ Travels , etc. ,’  147. 

Alengs's  Letter  to  Potiz  (Dillon’s  translation),  87  : — “ There  are  pieces  in  this  [the 

princess’s]  closet  [Royal  Palace,  Madrid]  attributed  to  Raphael There  is 

another  picture  of  a Madonna,  holding  the  Child,  in  the  same  style  of  composition  as 
that  famous  one  in  the  gallery  of  Florence,  known  by  the  name  of  Madonna  de  la 
Seggiola,  with  this  difference,  that,  in  this  I am  speaking  of,  St.  John  is  wanting ; it  is 
square,  and  that  of  Florence  is  oval,  and  the  figures  as  large  as  nature.  This  picture 
in  the  palace  seems  to  have  been  re-touched  by  Raphael,  but  more  in  the  nature  of  a 
rough  draft  than  a finished  piece.  The  head  of  the  Madonna,  in  particular,  is  his,  and 
has  equal  merit  with  any  of  his  works,  being  full  of  life  and  spirit.” 
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Mention  is  made  in  ‘Cumberland’s  Catalogue,  etc.’  (1787),  88,  of  this  picture  as 
being  in  the  “ Prince’s  bed  chamber  ” in  the  Royal  Palace,  Madrid,  but  it  is  attributed 
by  him  to  Raphael. 

Ponz , ‘ Viage,'  43  : — After  referring  to  a picture  in  one  of  the  Princess’s  rooms  in  the 
Royal  Palace,  Madrid,  ascribed  to  Raphael,  but  probably  partly  painted  by  Giulio 
Romano,  says  of  this  picture : — “ Of  the  same  sort  is  a small  picture  representing  a 
Madonna  with  the  Child  in  her  arms,  seated,  a repetition  of  the  picture  in  Florence 
which  is  life  size.  The  head  of  the  Virgin  and  that  of  the  Child  in  this  picture  are 
evidently  finished  by  Raphael  himself.” 

Lord  Maryborough , in  a letter  to  the  first  Duke  of  Wellington,  dated  Savile  Row, 
February  9,  1814,  says  : — “Owen  the  painter  and  West  the  President  of  the  Royal 
Academy  both  told  me  that  the  Correggio  is  certainly  worth  at  least  ;£6ooo  guineas 
[sic]  ....  West  said  that  the  Correggio  and  the  Julio  Romano  ought  to  be  framed  in 
diamonds,  and  that  it  was  worth  fighting  the  battle  for  them.” 

Passavant,  ‘ Tour , etc.’  i.  174  : — “ An  old  copy  of  the  ‘ Madonna  della  Sedia,’  without  the 
figure  of  the  Baptist,  from  the  Royal  Palace  at  Madrid,  is  also  here  [Apsley  House].” 

Waagen,  lArt  and  Artists,’  ii.  300. 

Waagen , ‘ Treasures ,’  ii.  274  : — “ An  old  and  excellent  copy  of  the  Madonna  della 
Sedia  is  ascribed  to  Giulio  Romano.” 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1794. 

Captured  at  Vitoria,  1813.  See  Introduction. 

Exhibited — British  Institution,  1828. 

Birmingham  Society  of  Arts,  1831. 

Engraved  by  Schuppen,  1661. 


Ill  BARTOLOME  ESTEBAN  MURILLO,  1617-1682. 

ST.  CATHERINE. 

Canvas.  2 1 1 X 18^  in. 

According  to  legend,  St  Catherine  was  the  daughter  of  Sabinella,  Queen  of  Egypt,  and  Costis, 
her  husband,  both  of  whom  were  pagans.  From  earliest  infancy  she  was  the  wonder  of  all,  for  her 
learning  and  grace  of  mind  and  person.  She  excelled  even  her  teachers.  At  the  death  of  Costis 
she  inherited  his  throne,  but  in  that  position  displayed  the  same  contempt  for  worldly  matters  as  she 
had  before.  Her  people,  however,  besought  her  to  marry  in  order  to  perpetuate  the  dynasty,  at  the 
same  time  telling  her  that  she  was  gifted  above  all  other  women.  To  this  she  replied  that  she  would 
remain  single  unless  she  found  a partner  more  gifted  than  herself.  Near  Alexandria  lived  a hermit. 
To  him  the  Virgin  Mary  appeared,  and  he  was  sent  by  her  to  tell  Queen  Catherine  that  the  husband 
she  sought  was  her  Son,  the  King  of  Glory.  Catherine  desiring  to  see  Him,  the  hermit  gave  her 
a picture  of  the  Virgin  Mary  and  her  Son,  and  the  heart  of  Catherine  was  immediately  filled  with 
love.  She  dreamed  that  night  that  she  journeyed  with  the  old  hermit  to  see  Christ  in  the  sanctuary 
on  the  top  of  a mountain.  The  Virgin  led  her  to  our  Lord,  who  refused  her,  saying,  “ She  is  not 
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fair  or  beautiful  enough  for  Me.”  On  this,  the  maiden  awoke  in  a passion  of  grief.  The  next 
morning  she  asked  the  hermit  what  she  should  do  to  become  worthy  of  her  Heavenly  Bridegroom. 
He,  seeing  that  she  was  a heathen,  taught  her  the  Christian  faith  and  baptised  her.  That  night 
Catherine  dreamed  that  she  was  again  presented  to  our  Lord,  who  smiled  upon  her,  and  then 
plighted  His  troth  by  placing  a ring  on  her  finger.  When  Catherine  awoke  she  saw  the  ring,  and 
regarding  herself  as  the  betrothed  of  Christ,  thought  only  of  being  re-united  to  Him  in  heaven. 
At  this  time  the  tyrant  Maximin  came  to  Alexandria,  and  desired  the  Christians  to  worship  heathen 
gods,  and,  when  Catherine  refused,  ordered  fifty  philosophers  to  argue  with  her.  These,  however, 
she  convinced,  and  they  became  Christians.  The  tyrant,  after  vain  attempts  to  undermine  the  virtue 
of  Catherine,  ordered  that  she  be  torn  to  pieces  by  spiked  wheels.  When  bound  between  these 
wheels,  fire  from  heaven  descended  in  answer  to  her  prayer  and  broke  them  in  pieces,  and  Catherine 
was  released.  Maximin  ultimately  had  her  beheaded  by  a sword,  and  angels  buried  her  on  the 
summit  of  Mount  Sinai. 

Bust,  nearly  life  size,  of  St.  Catherine,  with  body  and  face  inclined  to 
the  left,  and  the  latter  slightly  upwards.  She  wears  a crimson  bodice,  with  a 
transparent  gauzy  material  round  her  shoulders.  Over  her  left  shoulder  is  a 
heavy  yellow  mantle.  Her  hair  is  brown  and  parted  in  the  centre.  In  it  she 
wears  a pink  rose  on  the  left  side,  and  towards  the  back  a small  gold-spiked 
coronet.  A piece  of  white  material  hangs  from  the  back  of  her  head.  Her 
complexion  is  fair  and  pale.  Her  eyes  are  brown  and  large,  and  turned 
upwards  in  prayer.  Her  eyebrows  are  dark,  thin,  low,  and  well  defined.  Her 
nose  is  straight,  and  beneath  a long  upper  lip  is  a small,  well-shaped  mouth 
with  lips  slightly  parted.  Her  neck  is  bare  and  white.  From  beneath  the 
right  sleeve  of  her  gown  is  seen  the  sleeve  of  a white  linen  under  garment. 
Her  right  hand  is  raised  to  her  chest,  and  in  her  left  she  holds  a palm,  the 
emblem  of  her  martyrdom,  while  the  steel  hilt  of  a sword,  the  emblem  of  the 
manner  of  her  death,  rests  against  her  body  above  the  waist.  Background  dark, 

Stirling , ‘ Anna/s , etc.,'  iii.  1440. 

Curtis,  '■Velasquez  and  Murillo,’  222,  No.  266. 

Champlin,  ‘ Cyclopcedia , etc.’  iii.  317. 

Bryan,  'Dictionary , etc.'  (1889),  ii.  190. 

Captured  at  Vitoria,  1813.  See  Introduction. 

Exhibited — British  Institution,  1824. 

Royal  Manchester  Institution,  1834. 
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127  JAN  BRUEGHEL,  1568-1625. 

TRAVELLERS  IN  A LANDSCAPE. 

Copper.  9^  X 14*  in. 

To  the  left  is  a sheet  of  water,  which  is  skirted,  right,  by  a road  leading 
to  the  far  distance,  right,  where  it  is  lost  to  view.  In  the  left  foreground  a 
woman  and  boy,  the  former  in  a high  hat,  grey  shirt,  red  skirt  and  blue 
apron,  are  driving  cattle  into  the  water  to  drink.  In  the  water  are  also, 
right  centre,  a cart  with  a white  horse  drinking,  on  whose  back  sits  a man  in 
red  breeches,  sideways.  In  the  cart  are  a woman  in  pink  and  a child,  and 
behind  it  is  a man  on  a bay  horse,  which  is  also  drinking.  Further  to  the  left 
a boy  is  swimming  a white  horse.  Near  the  bank,  left,  are  some  ducks.  Close 
to  the  cattle,  left  foreground,  are  two  trees,  on  which  are  a magpie  and  two 
other  birds.  Further  on,  left,  beyond  some  bushes,  is  a small  wooden  house 
built  on  piles  in  the  water,  where  it  narrows  to  a stream  which  apparently 
passes  on  to  some  distant  houses  under  the  shadow  of  overhanging  trees.  On 
the  other  side  of  the  stream,  opposite  the  wooden  house,  are  two  trees  and 
some  bushes.  The  road,  as  it  passes  on  to  the  far  distance,  is  skirted  on 
either  side,  first  by  a broad  expanse  of  turf  and  then  by  a line  of  trees,  broken 
in  places  by  buildings,  notably  on  the  left  side,  where  there  is  a tall  red  brick 
house  with  high-pitched  roof  near  the  water,  in  front  of  which  are  a woman 
and  child,  a dog  and  a man.  A little  further  on  there  is  a group  of  several 
cottages.  A gentleman  in  a pink  cloak  and  mounted  on  a white  horse, 
and  followed  by  another  man  on  a horse,  is  riding  into  the  water  from  the 
opposite  side.  They  are  followed  by  a man  and  dog  driving  cattle.  Where 
the  road  begins  to  skirt  the  water  a covered  waggon,  drawn  by  two  horses,  is 
approaching.  It  is  followed  by  a similar  waggon  drawn  by  three  horses,  and 
a cart.  In  the  right  foreground  a boy  in  a red  jacket  is  driving  some  pigs 
towards  the  spectator.  Close  to  them,  left,  is  a waggon  drawn  by  three  horses 
and  full  of  people.  A beggar  woman,  sitting  on  the  roadside  with  her  back  to  the 
water,  and  with  a child  in  her  arms,  extends  her  left  hand  towards  the  waggon 
for  alms,  while  two  children  in  red  are  begging  of  a man  who  is  standing 
on  the  road  on  a grey  horse  near  her.  In  front  of  the  horse  are  two  dogs. 
Behind  the  waggon  is  another  man  on  a grey  horse,  who  has  just  passed  a 
small  cart  drawn  by  one  horse  ridden  by  a woman.  In  the  cart  is  another 
figure,  and  beyond  it  a man,  woman  and  child  are  walking  on  the  grass.  Birds 


t 


i 


GALLER V 


229 


are  flying  in  the  air.  A church  is  dimly  seen  in  the  far  distance,  right  centre. 
The  sky  is  blue  and  cloudy. 

Signed  “ Brueghel  ” in  the  left  lower  corner. 

“956”  is  painted  in  white  in  the  left  lower  comer  near  the  signature. 

In  the  1772  MS.  Inventory*  of  the  Royal  Spanish  Collections  mention  is  made  of 
sixty-nine  pictures  by  Brueghel  or  of  his  School.  Eight  of  these  bear  the  number  “ 956,” 
are  of  about  the  same  size,  and  are  described  in  the  Inventory  as  follows : — 

“ Landscape.  ‘ A Country  Fair.’  On  metal.” 

“‘Noah’s  Ark,  with  numerous  animals.’  On  metal.” 

“A  pair  of  equal  size.  ‘The  Passage  of  a River,  with  various  figures  on  horseback 
and  in  carts,’  and  ‘ Farm  Buildings,  and  a Waterside  with  boats.’  ” 

“ ‘ Waterside,  with  boats  in  foreground,  ships  in  the  distance.’  On  metal.” 

“ ‘ Waterscape,  with  Windmills.’  On  metal.” 

“ A pair  of  landscapes.  On  metal.” 

In  this  (Apsley  House)  Collection  there  are  four  pictures  (Nos.  127,  132,  134  and 
207)  bearing  the  Spanish  number  “956,”  and  as  they  were  captured  at  Vitoria,  they  are 
without  doubt  four  of  the  eight  mentioned  above — but,  as  will  be  observed,  the  descrip- 
tions are  so  vague  that  the  only  one  which  can  be  identified  with  certainty  is  the 
“ Noah’s  Ark,  with  animals.” 

Collection — Royal  Spanish,  The  Palace,  Madrid,  1772. 

Captured  at  Vitoria,  1813.  See  Introduction. 


91  JOSE  DE  RIBERA  (Spagnoletto),  1588-1656. 

SANTIAGO. 

Canvas.  29  x 39*  in. 

Santiago,  or  St.  James  the  Great,  was  related  to  Christ,  and  brother  to  John  the  Evangelist. 
He  was  admitted  to  the  special  favour  of  our  Lord,  travelled  with  Him,  and  was  present  at  most 
of  the  events  recorded  in  the  Gospels.  He  was  one  of  the  three  who  witnessed  the  glorification  of 
Christ  on  Mount  Tabor,  and  was  one  of  those  who  slept  during  the  Agony  in  the  garden.  After 
our  Saviour’s  ascension,  he  was  slain  by  Herod  with  a sword.  According  to  Spanish  legend  he  was 
the  son  of  an  illustrious  baron  of  Galilee.  As  Santiago  he  was  the  military  patron  of  Spain. 

Bust,  half  length,  life  size,  of  Santiago  (St.  James),  facing  front.  Across 
the  foreground  is  a wooden  table.  On  the  far  side  of  it  stands  the  saint,  facing 
front.  He  is  leaning  over  the  table  and  reading  the  following  words  which  are 
written  on  it : “ Ascedit  ad  celos  sedet  ad  Dextera.”  He  has  a bald  patch  on 
the  crown  of  his  head.  His  hair  is  dark.  His  forehead  is  high.  His  head  is 


* In  the  Royal  Palace  Archives,  Madrid. 
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bent  downwards  as  he  reads.  His  eyelashes  are  dark  and  thick  and  his  eyes 
sunken.  His  nose  is  aquiline.  He  has  dark  moustache  and  whiskers,  and  a 
beard  tinged  with  white.  His  whole  face  is  much  wrinkled.  He  is  enveloped 
in  a large,  loose,  reddish-brown  mantle,  which  he  holds  up  to  his  chest  with 
his  left  hand,  which  is  thin  and  cadaverous.  His  right  hand  is  outstretched, 
and  in  it  he  holds  a staff.  Part  of  his  mantle  hangs  over  that  arm.  Back- 
ground dark. 

In  ‘ Cuadros  en  el  Real  Palacio  y en  el  Museo  de  Madrid,  1787-1858’  there  is 
an  engraving  by  Vasquez  (dated  1792)  of  this  picture  which  proves  it  to  have  formed 
part  of  the  collection  in  the  Royal  Palace,  Madrid,  at  that  time. 

Collection — Royal  Palace,  Madrid,  1792. 

Captured  at  Vitoria , 1813.  See  Introduction. 

Designed  and  engraved  by  Josef  Vazqz  in  ‘ Cuadros  en  el  Real  Palacio  y en  el  Museo  de 
Madrid,’  Madrid,  1787. 


42  AELBERT  CUYP,  1605-1691. 

A GREY  HORSE  AND  CAVALIER. 

Canvas.  12  X 15  in. 

Across  the  right  of  the  picture,  in  front  of  a cottage,  at  the  end  of 
which,  centre,  is  a tree,  stands  a white  horse  in  profile  to  the  left.  His  ears 
are  pricked  in  front  of  him,  and  his  nose  is  Roman.  A heavy  white  mane 
falls  on  the  left  side  of  his  neck,  and  his  tail  is  full  and  reaches  to  his  hocks. 
From  his  knees  and  hocks  downwards  he  is  of  a darker  colour.  He  has  a 
black  bridle  with  a hanging  rosette  and  brass  buckles.  The  curb  is  in  his 
mouth,  and  the  snaffle  hangs  beneath  it  from  the  rein  which  hangs  from  his 
neck.  He  carries  a black  saddle,  studded  behind  with  brass-headed  nails,  and 
fastened  by  two  girths.  Pistols  are  in  the  holsters  in  front.  A black  strap 
forms  a breast-plate,  and  two  others  hang  down  on  either  side  from  the  rear  of 
the  saddle.  The  stirrups  are  of  steel.  A pole  leans  against  the  cottage,  close 
to  which  is  also  a barrel.  At  the  horse’s  head  stands  a soldier.  He  wears  a 
cavalier  hat  and  feather,  and  a broad  red  sash  over  a buff  coat  reaching  to 
the  knees,  also  a sword  and  long  black  loose  leather  boots  with  heavy  steel 
spurs.  Near  him,  left,  are  the  skull  of  a horse  and  other  bones.  Beyond  are 
some  tents,  the  front  one  of  which  is  round.  Over  it  hang  two  flags  from  long 
poles.  Close  to  the  tent  is  a man  on  horseback,  and  further  on  several  figures 
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on  foot,  beyond  which,  in  the  far  distance,  are  a red  building  and  some  trees. 
In  the  middle  distance,  centre,  is  a church.  The  sky  is  leaden. 

Signed  “ A.  C.”  at  the  top  of  the  cottage  wall,  right. 

Catalogue  of  the  Lapeyriere  Sale,  Paris , April  1817: — “Aupres  d’une  chaumibre  que 
le  peintre  a tenue  dans  une  demi-teinte  sacrifice,  on  voit  un  militaire  arrangeant  la  bride 
de  son  cheval  qui  est  blanc  et  ldgbrement  tachetd  de  noir.  Dans  le  fond,  on  apergoit  les 
details  d’un  camp  et  quelques  petites  figures.  Un  ciel  harmonieux  eclaire  ce  tableau  qui 
est  d’un  effet  et  d’une  couleur  agrdables.  Larg.  14  p. ; haut,  12  p.  T.” 

lAthenceum,'  February  1,  1890,  reporting  on  the  Winter  Exhibition  at  the  Royal 
Academy  : — “ Acceptable — has  not  been  exhibited  here  before,  and  has  not  been  registered 
in  the  list  of  Cuyps.” 

Collection — M.  Lapeyriere,  1817. 

Bought  by  the  first  Duke  of  Wellington  at  the  Lapeyriere  Sale,  Paris,  April  1817  (lot  29),  for 
794  frs ■ (about  £32). 

Exhibited — British  Institution,  1818,  when  it  was  called  “Cavalry  Horse  with  an  Officer.” 

Royal  Academy  (Old  Masters),  1890,  when  it  was  called  “A  Man  holding  a Grey 
Horse.” 

90  FERDINAND  BOL,  1611-1681. 

A MAN’S  HEAD. 

Panel.  14^  x nf  in. 

Small  head  of  a man,  facing  front.  FI  is  complexion  is  sallow  and  his 
forehead  high  ; his  eyes  are  large  and  dark,  and  his  eyebrows  rise  abruptly 
outwards.  His  hair  is  dark  and  long,  and  he  wears  a dark  moustache  and 
beard.  His  lips  are  full  and  set.  He  has  a small  circular  cap  at  the  back 
of  his  head,  and  is  dressed  in  a sleeveless  coat  of  dark  material  over  an  under- 
coat of  a slightly  lighter  shade,  and  round  his  neck  is  a broad  turned-down 
linen  collar.  Background  dark. 

“Fray  Paulo  de  la  Magdalena”  is  written  on  the  back  of  the  panel. 

Captured  at  Vitoria,  1813.  See  Introduction. 

This  picture  is  not  hung,  but  will  be  found  on  an  easel  in  this  room. 


